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PREFACE TO THE"
SECOND EDITION

The firsc edition of the Abbinayadarpapam published twentythree
years ago was welcomed by all interested persons including the late
A. K. Coomaraswamy whose translation of the work named Tbhe
Mirror of Gesture (Cambridge, Mass. 1917) directed my attention to .
this® Sanskrit text. Still $or various reasons I could not think of
publishing its second edition even after it was out of print for a long

stime, and there was some demand for it. One such reason and an
important one too, was that I then engaged myself in studying the
Nagyaiastra and was planning a translation of this infportant w'o’rig, and
thought that this would be of greater use to readers interes-
ted in the subject. Coomaraswamy also published in the meantime
a revised edition of The Mirror of Gesture (New York, 1936) and
utilised my work for the revision. This also relieved me for the
time being from the urgency of undertaking a second editiome But,
for theelast three or four years, even after publication of the
first volume of the translation of the Nagyaiastra, Calcutta, 1951,
I haweebeen receiving earnest enquiries from various quarters whether
a copy of the Abhinayadarpanam may still be available. Some of the
enquirers gave me to understand that they had read the translation
of the Natyasistra but still required a copy of the Abbinaya-
darpanam. Hence, I could no longer remain mdlﬁ?crent in this regard,
and have come gradually to believe that a new edicion of this work
may remove areal want of a class of readers. It seemed that its
very brevity while it dealc wich all essential gestures and postures
used in Hindu dance and drama, had made it something like a
favourite of the student of these arts. My hesitation about publishing
a second edition was thus finally overcome. On taking up the prepa-
ration of a copy for the press I found that some of the viewesexpressed
in the introduction and notes have undergone some change during the
last twentythree years, and my idea about the need of readers of
the book is also no lonécr quite the same. So I have slightly modified



v

the introduction and notes by making necessaty emendation and
omission here and there. It"may be hoped that these ghanges
have added to its usefulness. oIf some readers may still require
additional information on certain topics they are requested to refer
very kindly to the translation of the Nagyadastra which, treats of all
relevant matters in much greater detail.

31st March, 1957. ManoMouaN GHOSH



CONTENTS
Subjects
Preface to the Second Edition ...
Notes on Illustrations
Abbreviations and Symbols
INTRODUCTION ]
(1) PreELIMINARY ¢
" * 1. The Present Edition ...
2. The Translation ven
3. Critical Apparatus
4. Reconstruction
(2) AspnINAYA: 1TS MEANING

5. Drama and Hindu Plays

6. Object of Hindu Plays
7. The Technique of Plays o
8. Abhinaya v -

9. Importance of the Study of Abhinaya

(3) AsmiNAYa: 175 HisTory ...

10. The Origin of Abhinaya

11.  The Development of Abhinaya ...

12. The Literature on Abhinaya o
(4) ABHINAYADARPANA

13. Scope of the work ...

14. The Abhinayadarpana and the

Bharata-Natya$astra e
15. The Abhinayadarpana and the Bharatamava
16, The Abhinayadarpana and the

Samgitaratnikara |, o

LR

are

L 1Y}

Page
It
vii

viii

13

o0 &N O O\

14
17
17
20
22
24
24

26
29

31



vi

17. The Style and the Method of Tteatment
" 18. The Author of the work ..

19. The Place of Nandikeévara

20. The Time of Nandikesvara

21. The Antiquity of the work -
TRANSLATION & NOTES ...

[LLUSTRATIONS . . *
THE SANSKRIT TEXT
Select Glossary
~=Lorrections
Index

g 3!
. A 33- .

33

. 33

34

e 39

o

73

wpr * SI

e 145

. 148

. 149



NOTES ON ILLUSTRATIONS

In Page 73—Pataka, Tripataka, Ardhapatika, Karcarimukiaa,
Mayiira, Ardhacandra, Arala, Sukatunda, Musti. )
74—Sikhara, Kapittha, Katakamukha, Sici, Candrakala,
Padmako$d, ~Sarpafirsa, Mrgalirsa, Simhamukha
(side).
75—Kangula (side), Alapadma, Catuta (side), Bhramara,
Hamsasya, Hamsapaksa, Sandam$a, Mukul Aamra-
ciida.
76~ Triéla, Vyaghra, Ardhasiici, Kataka, Palli, Afjali,
" Kapota, Karkata, Pugpaputa.
77~Sivalinga, Katakdvardhana, Kartarisvastika, Sakata,
Samkha, Cakra, Samputa, Pafa. -
78 —Kiirma, Matsya, Kilaka, Variha, Garuda, Bherunda,
Nagabandha, Khatva.
79—Kangula (frons), Simhamukha (front), Catura (fron)
and Svastika. '
N.B.—For Simbamukha see pp. 74 and 79 and for Kingula,
Catura and Svastika see pp. 75 and 79.



ABBREVIATIONS AND SYMBOLS

A.  =Manuscript of the text in the Adyar Library.
AD = Abhinayadarpana

B. =Manuscript of the Bharatasdstra Grantha

BhA = Bharatarnava.

Ch. ed = Chowktamba Edition.

L. =Manuscript known as the Abhinayadarpanam from the

e India Office Library.
Mbh =Mahabharata.

MG  =Tbhe Mirror of Gesture, ed. Coomaraswamy and Duggirala
(Cambridge, Mass.) 1917.
NS =Natyasastra.
= Manuscript of the so-called Bharatarnava from Poona.
R, =Ramiyana.
SR ==Samgitaratnakara.
V. =Manuscript of the text in Visvabharati.

Note—Numerals in the Select Glossary refer to the number
of Slokas and their translation.
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1. THe Present EpimioN. Though the Nataka a typical form |
‘Hindu drama, forms, a large section of Sanskrit literature, our
knowlcdgc about the way | in which the art of producing a play
developed in India, is still vcry inadequate.* This is due mostly to a
lack of sufficient materials. The only work which gives us a clear
and comprehensive idea of the Hindu stage is the Natynfastm. Yet
for the study of history of the dcvclopmenc of afcient Indian thea-
trical are, this work, though very important in many respects, is not
qultc sufﬁmcnt by itself. We need therefore make-no apology in offer-
ing for the first time a critical edition of Nandikeévata’s Abbinaya-
darpana which exclusively treats of gestures in a manner rather different
from the_NS., which also has these among other things as itsSubjects
of teeattent. The Mirror of Gesture published with an illuminating
introduction by A. K. Coomaraswamy, claims to be a translation of
this work. But on comparing it with our text, it has been found out
that the text used in preparing the MG is not exactly identical with
the AD, though the former has absorbed a major part of the latter
work and supplemented the same by making occasional quotations
from other works of the same class (see § 2). And an important feature
of our texcisits treatment of items like postures and movements
etc. dependent on feet, such as Mandala, Sthanaka, Citi and Gati,
which although omitted by the original of the MG, is indispensably
necessary for the complete understanding of Hindu histrionic art.

The MG, though it does not fully represent the AD, has been a

very useful contribution to our knowledge regarding the production of
™ o
1 This was written in 1934. Conditions have changed since the publjca-
tion of the translation of the NS, in 1951 by the Asiatic Society.

2 For the mieaning of this term and the following ones, see “Select Glossary
at the end,
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Hindu plays. The present edited text of the AD will, it may bé
hoped, supplement such a knowledge ; for in it some fresh materials
“have been brought to light for tht frst time.

2. THe TransratioN. The translation has not been made very
lieral.  Students of Sanskeit will however experience lictle difﬁculcy.
about the language of the AD. A few words which have been psed
- in it with special import and may fog this reason offer difficulty to
readers, have been explained in the Select Glossary. R

3. _CriicaL Apraratus. The present texc has been reconstrucs
ted from fve manuscripts, of which two are complete and the rest
fragmentary. The two complete MSS, do not fully agree with each
other regarding the order in which various topics have been treated.
In this respect the fragmentary MSS, also vary with the complete ones
as well as among themselves, The following description of the MSS,
will anfong other things notice this mutual variation.

M. A Devanagari transcript of the only complete MS, (in the
Telugu script) of the work (No. 304 of the collection made in 1894)
in the possession of the Madras Government Oriental MSS, Eibrary
(véde p. xxix of the Report of a Search of the Sanskric and Tamil MSS
for the year 1893-1894 by Sheshagiri Shastri).

V. A plam-leat MS (faicly complete) in the Telugu scripe, in
the possession of the Viévabharati, Santiniketan. It bears the number
3038. Its sizeis 16-2” x 17 and it has 29 leaves. This MS puts
the bandbava-basta-laksanam last of all and omits the navagrababasta
laksanam, navarasih and avasthibbedih (daldvasthib). And moreover
its treatment of the nritabastah and pada-bhedih is incomplete.

Al A palm leaf MS (not complete) in the Telugu seript with a
Telugu fika from the Adyar Library, It has 53 leaves. It bears the
number RRIL C. 25, Its size is 58" x 14", "

A Another palm-leaf  MS (not complete) in the Telugu script

from the Adyar Library. It bears the number XXII C. 38. It size
885" x 12", . ‘ ;
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A2 * A incomplete paper MS in, Telugu script from the Adyar
Library. It bears the number VIII J. 9. Its size is 9.3” x 6:8”,
and has 14 pages.

Besides these five MSS of the AD the following printed work and
MSS have been utilized for the reconstruction of the text:

MG. Tbhe Mirror of Gesture(Cambridge, Mass., 1917)edited by
A. K. Coomaraswamy and Dugglrala Gopalakrishnayya. This work
is a translation of the Ske. text briefly described before (see§1). It
is based qn the second edition (in Telugu character) of the original
published under the editorship of Tiruvenkatacari of Nadamangalam
(MG. p. 10). With reference to the passages it has in compaon with
the AD, the original of MG in places seems to suffer from textual
cor'ruption’s. But in spite of such defects this work renders valuable
aid in determining the position of the Navagrababastas which appear
only in M (see § 4). It arranges the subject of its treatment in the
following order: (ltems not occurring in the reconstructed text of the
AD have been marked with asterisks.) -

-

Salutations, #Patrasya babib-pranab,

v *A i ialogue bctwccn Indra and  #Patrasya antab-pranab,
Nandikeévara, *Nicanatya,
Variety of dances, *Nics-natya-dariana-phalam,
Eulogy of Natya, Z\fatya-kmmala
Definition of Naitya etc., Angikabbinaya,
Occasion for dances, Nine movements of the Head,
Sabba etc., ¥Twenty-four movements of the
#Seven limbs of the Sabba, Head according to another book,
Sabbaniyaka, : Eight Glances,
Ministers, *Forty-four Glances according to
Ranga, , another book,
Pitralaksana, #Six movements of "the Brow
Pagra’s disqualifications, according to another book,
Bells, 4 Neck movements,

*Natyalaksana, Hasta-prinab,
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Hasta-bbadab, « Hands of planets,
Twenty-cight dsamyuta hastas, Hands of the Ten Avatiiras,
(with alternative definitions for 24 Hands of the four castes,

hands from another book), The following have been taken
Twenty-three Samynta-bastas, from another book :
*The same from another book, *Hands of famous emperots, famous ,-
*Twenty-seven Samyuta bastas rivers, seven upper worlds, soren
form another book, lower eworlds,
Eleven hands of relationship, Hands indicating trees, dand ani-
Hands of gods and goddesses, mals, birds and water animals.

L. From the India Office Library we received two MSS. (nos,
3028 and 3090) named AD. One of them is in the Telugu
script and the other is a Devanagari transcript of the same. On
examination it appeared to be a work dealing with abbinaya and tals
belonging probabl y to the school of Afijaneya cited as an authority
on samgita in various works; for, the end of the abbinaya portion of
this work, reads as iti a(2)fijaneya-matam. But this abbinaya portion
1s frangmentary and seems to be a compilation from different sources.
Slokas 90-95,96, 97b-98a, 101-102, 104-105 of the AD oceur in it
with a few variations worthy of notice.

P. Thisis the MS no. 42 of the Appendix Collection A
(1916-18) of the Government MSS Libraty wich the Bhandackar
Oriental Research Institute, Poona. It has been entered in the
Catalogue of the Institute published in 1925 as the Bharatirpava.
This fact led to an examination of this MS, for the AD, according
to a passage in the MG, was an abridgment of the Bharatarpava. The
examination of the MS however revealed the fact that the work though
it possibly had some connexion with the BhA, wasnot itself the same,
(For details see § 5) In spite of this, the MS which has certain
passages in common with AD, was of help in reconstructing our text.

B. This is the MS no. 40 of the Appendix Collection A. (1916.
1918) of the Govt, MSS Library placed with the B.O.R. Institute,

Poona. It has been named in the Catalogue of MSS published by the
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Insticute as the Bbarata-3astra-grantha., This work appears to be a
curious-complilation of passages from various works including the NS.
L ]

Besides quotations from different works which this MS names, it
contains passages from unmentioned sources which include Dandin
‘and Nandike$vara. The pottions taken from the latter author’s AD
consist of viniyogas of the Asamyata-bastas. These offer some variants.
The author of this Bbarats-2. astragrantba appears to have been a com-
mentagor of the Prasanna-raghava; for he refers to himself as follows:
udattadz~svnmpan—tu asmatkyta-prasanna-righava-tikayam.

4. ReconstrUCTION. The present edition “of the text of
the AD has been based principally on V, but the navagraba-basta-
laksana wilich occurs only in M, has been accepted as belonging to
the work. Support in this matter has been available from the MG
which does not ascribe it to granthantara though all its borrowings
from works other than the AD have been prefixed with suclrascrip-
tions. The fact that the planet-worship in India was not later than
the early centuries of the Christian era® when the gods of the Puranic
panth®n were already eslablished, may also give us additional justi-
fication to consider the nava-graba-basta-laksana as belonging to the
original AD. For we do not know why planetary deities should be
considered later than other deities who in their Puranic character wete
not probably very old. And as some of the planets havé been men-
tioned in the Atharva-veds, planetary deities may in fact be as old as
some of the deities of the Vedic pantheon.* Passages on r4s¢ and
avasthi which occur only in M. and have no support from MG,
have not been included in the edited text. They have been separatcly
shown at the end. |

3 Kaye. Hindu Astronomy, Calcutta, 1924, p. 207.
4 lbid., pp. 12-13.
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ABHINAYA: ITS MEANING.

5. Drama anp Tue Hwou Pray. To understand pro-
petly the meaning of the word abbinaya (toughly speaking, the vgord
for ¢histrionic art’ in Sanskrit) it is necessaty to have a clear notion
about the nature and spiric of Hindu plays which are ofgcn.callcd
‘dramas.” A Hindu play which is called a drSya or preksya kavya or
natya ot mpaka in Sanskrit, though it has some superficial resemblance
to drama, is not identical with the same thing§ rather there is a consi-
dcrablc difference between the two. The names such as mpa and
drsya kavya which include all kinds of Hindu plays, gwc us clue
to the difference. A play is called riipa or ripakas, i.e., ‘having-a-
form’ on account of its visibility (drfyata).’ And the term ripaka is
appliedto a play on the analogy of a figure of a speech of the same
(i.e., 7ipaka or metaphor), because in a play we assume a non-distinc-
tion between characters (dramatis personae) and the actors representing
them.? And drSya (preksya) kavya means a poem which is to Be seen
i.e., a poctical composition capable of being enjoyed not by its reading,
but from ics stage representation. In earlier times it was callcd | preksiy
The idea of action seems to be missing altogechct in these names. And
the very nature of a Hindu play discloses its relative neglect of action.®

The word natys, which is alsoa synonym for a riapa or dréya kivya
and points to its lyrical nature, throws further light on the point, In
accordance with the etymological meaning of this word which is
derived from the root na (=p11) meaning ‘to dance,’” Hindu plays ate
composxtlons in which s thythm and lyrical elements prepondctatc.
and action is given a very minor scope.t

P

1 Ddéardipa, 1.8,

2 Rasarpava-sudhakara. Tnvandrum (L, 2.) p. ‘209, also Dasarupa, 1,9,

3 S.Rice, The Sanskrit Drama in Indian Arts and Letters. Vol, 1,
P 96‘9.7 102, 4 Levi, Le thédsra indian, pp. 29-30. S, Rice, op, cit., » p- 89,
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All these go to show that reaLism in the ordinaty sensé has no
place in Hindu plays. And aftcr a closer examination of them,.
one is sute to discover their suggcstlvc character and the consequent
demand on the imagination of the spectators.® Those who are
accustomed to realism in art may call that demand inordinate, but,
JHindu theorists on the subject believe that the highest aesthetic enjoy-
nleqt: is not possible w1thouc giving the greatest possible scope to
imagination, and are therefore in favour of avoiding realism. For, no
amouns of, making things appear as real to spectators, can be successful
unless the latter call imagination to their aid. In this connexion we
may quote Sylvain Lévi’s apt remark in translation.l “Indian genius
produced a new art which the word r4s4 summarizes and symbolizes,

\ and which_ condenses it in one brief formula: ‘the poet does not
y express but he suggests”.

Having regard to these characteristics of Hindu plays, they
thay pethaps suitably be called ‘lyrico-dramatic spectacles,’ but not
'dramas from which their aim and object as well as the attitude of
thclr actors and spectators greatly differ.

6." Tue Osject OF Hinbu Prays. To evoke 745z in the spectator

&is the aim and object of the Hindu play-wright. The term r4ss has
been translated as ‘Havour,” ‘Sentiment’ or ‘poetic sentiment’. These
translations, however, are of not much help to anyone, unless an
explanation is offered. And the nature and characteristic of rasa will
be quite clear when the relative position of spectators and actors, 1is
considered. *We see on the stage, fot instance, Rama, and Sxti whe
excites his affection, aided by suitable circumstances of time and place;
this affection ig intimated by speech and gestute alike, which md1cate
both dominant emotion of love and its transient shapcs in the various
stages of love rcqultcd The spcctaclc evokes in the mmd of the
spectator impressions of the emotion of love which cxpcrlcnce has
planted there, and this ideal and generic excitation of the emotion

5 S.Rice, op. cit., p. 102, - .6 Le thédtra indien, p. 417,
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produces in him that sense of joy which is known as Sentiment (rasa),
The fullness of the enjoymenc depends essentially on the natare and
experience of the spectator, to wlom it falls to identify himself with
the hero or any other character, and thus to experience in ideal form his
emotions and feelings. He may even succeed in his effort to the
extent that he weeps real tears, but the Sentiment is still one of
exquisite joy. We may compare the thrill of pleasure which the Jnost
terrifying narration excites in us, and we dre all conscious of the sweet-
ness of sad tales.”Z

7. .. THE TecaNique Or Pravs, Before considering the licerary

technique as well as the technique of representation (abbinaya), the
two means by which plays evoke rass, attention should be paid to
their main guiding principles. It is the doctrine of suggestion that
lies at the basis of Hindu plays and indeed of all other arts of India,
Hence it is found that a Hindu playwright’s method of depicting a
;'characfer, is different from that of his fellow-artist in the Woese.
Instead of giving prominence to his varied activities, the Hir'du play-
wright would build up the character by mentioning chatacteristic
emotional complexes suggestive of it as a whole.? *

That verses of varied forms are abundantly used in Hindu
plays, is simply for the purpose of calling forth emotion by means of
the lyrical element present in their musical recitation, '

» 8. AsmmNava, The Sanskric word abhinaya is made up of the
prefix 4bhi ‘towards’ and the root i ‘to carry’, Thus it means
‘representing (carrying) a play to (towards) spectators’,? According
to the Sabitya-darpapa that representation is called the imitation (or
visualisation) of the conditions (Physical and mental) of the characters
in a drama.’*  But the aesthetic significance of the imication will

7 A.B.Keith, Sanskris Drams, P 321, (The italics in the quotation are
otirs), : o
8 S. Rice, op. cit,, p: 102, © 9 NS VIIL 6;
10 bbaved abhinayo’ vasthanuhirah, ch, VI, 2.
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not be clear unless the object of plays, viz., the evoking of rass in
the spectators, is taken into consideration, Hence we see Mallinatha,
the famous commentator, defining abbinays as movements for. sugges-
ting rasa (Sentiment) and bbaya (State)**. For this reason, the word
abbinaya may be said to be the means for disclosing to spectators the
beauty or manifold pleasurable aspects of the play which cannot be
adequately appreciated by fimply reading its text. n consideration
of all these facts, abbinaya may be termed the ‘suggestive imitation’/
of the* vasioys «apoods and emotional states of characters in a pfay.
Therefore, in'spite of an fpﬁg?ent similarity between abbinays and
acting, the latter term, whenever it is used in connection with Hindu
plays, does not mean quite the same thing. From the word nats (the
Sanskeit word for ?e_xvcﬂtor’ primarily meaning ‘a dancer’) and such words
43 natayati (derived from the same root n4t meaning ‘to dance’) it
appears that the ancient Hindus had their plays ‘danced’ and not|/
‘acted’.  This is cotroborated by the evidence cf the Harivaméa
(Viggupa‘rmh.“ 93‘,’&1. 28.) which uses an expression like natakam
nanytup (danced a play). Rijasekhara (c. 1oth century A.C.) too,
in his prologue to the Karpiira-mafijari has an expression like ‘sattaam
naccidavvam’ ( a Sattaka is to be danced). Hence in course of the
abbinaya of a play which is but a poem to be scen (dzg'_ya-kivja).
thythm in all its p'ossiblc aspects plays an important part. And its
thythmical character conveyed through abhinays and dance, made it
suitable for the suggestion of the deepest and the most tender emotions
which tend to evoke rasa (Sentiment) in spectators.

Qgpicﬁhg narratives by meanes of dance and abbinaya, is still to
be found in the Saiva ritualistic dances of the Nilapija found in
Bengal,**  The peoples of Indonesia (Java and Bali) which can erace
‘the history of their connection "with India to a very remote past, still
depict stories from the Mababhirata and Purinas by means of dance,

11 abbinayo rasabbividi-vyasijaka-cesta-vifegah on Kirdta, X, 42,
1z A popular festival in honour of Siva (Nilakantha) in the closing week of
the Bengali year,
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Rabindrapath Tagore during his visit to this country n(?ticcd such
_dances. Of this he writes thaf «“in their plays and musicak perfor-
mances, from beginning to end,—their movements, battle-scenes,
love-scenes, even their clown1ng,—cvc1ythmg is danced. One who
knows thelr“\pccuhar dance-language,*® can follow the story with the
help of words. The other day we witnessed a dance in the Rajah’s,
palace which, we are told, represented the story of Silva and Sa.tyf'
vati, making it clear ¢hat not only esotion but also narration, 1s
transmuted into dance by them.* In that connection Tagose very
cleatly explains how rhythm and gestures, the two elements of dance
may convey the bgauty of a narrative to spectators, «The events
of human life,” he says, “in their outward aspect, are all displayed as
movement. So, when any event of outstanding_importance has to be
portrayed, it is but natural that its movement should be given a corres-
ponding dignity by the addition of rthythmic grace. The dance here
is just such giving of rhythmic prominence to the events of a story,
kccpmg in the background or leaving altogether, the words. The
Purdnic legends, which in poetry, have to make their appcal only
through the ear, are here addressed to the eye. OFf the words that
are the vehicle of poetry, the rhythm is governed by the natural laws
of music, but the meaaing is artificial, depending on sound-symbols
mutuar adopted by men. Both are necessary for the poem. In
the dancc of these people, likewise the rhythm alone is not sufficient
for this kmd of dance. Theirtongue is silent, but the whole body
does the talkmg by s1gns as well as by movements, Nothing could
be more forcign to any actual field of battle than this form they- give
to their dance-watfare. But if some fairy land had been governed by
the rule that fighting must be done rhythmically, a false step entail-
ing defeat, then this is the kind of battle that would have been waged
there. Lf’anyonc is inclined to smile at such lack of realism, he

13 Angika abbinaya or gestute is an essential part of this dance-language.
14 Letters from Java. The Visvabbarati Quarterly, Vol, 6 No, 1, 1928,
April, pp, 2-3.
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needs must also laugh ac Shakespeare,, whose heroes not only fight in
metre, but even die to it.”** ,
In addition to this, Tagore refers”to the historical dances of ]apan
and writes that, ““There words are also used, but all the movements
and gestures- are’ of' the dance type, and they have a wondetful
wappeal.  In dramas where the wotds are metrical, - it is surely incon-
sistant to leave the movements realistic.” Then regarding Hindu
dramas he says that “our W:ry words for dramas or play, nata/ea,
shows thag dance was its essential feature.””*® :
Unless we start with the conception that abbinaya is something
allied to dancing, and meant for suggesting ideas, and emotions to
spectators, we shall never be able to appreciate such metit as
Hindu plays might possess. Besides this, one should consider in
detail the four different branches into which sbbinays has been divi-
ded, viz, angika, vicika, Zba'rya, sattvika.tl
Q).\ Adrigika 4bbm4y4 is the use of attistic gestures. Its rules
rcgulatc the actors’ bearing, walk and movements of features and
limbs.*®  But consistently with the object which Hindu playes have,
“the forms of gestures and movements prescribed in manuals of abhi-
naya (such as the AD) are not quite realistic, and besides they are
often made with reference to imaginary objects, For instance, the
way of holding a flower by a beau, is not that in which it is ordinari-
ly held, while a gesture may show that a bee is worrying a maiden
though no actual bee is visible, -and a particular movement of the
body may show the ascending or descending from a place which may
not peeually be represented on the stage.'® '
Abhinaya means not only carrying out occasional ditections of the
playwright as regards the various special movements and positions -
which the dramastis pergonae ate to assume, but also suggesting effec-
tively to spectators the full aesthetic imporc of a play by suitably |

15 Ibid, Yi 16 Ibid,
17 NS, VIILg; AD.39. 8 NS VIIL 11-15 ; AD, 40,
19 Jyotriddtindth Thakur, Prabandbasmgfijari, p. 305,

i .
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reproducing along {th his spegch or song, appropriate gestures codi-
fied in manuals of abbinaya. Even in cartying out the directions of
the playwright the actors are “to use gestures etc., as laid down in
those manuals. All this will be elear from the following directions
of Righavabhatta given in his commentary of the Sakuntali (ed.
Nirnayasagara), for depicting the vrksa-secana (watering plam:s)
bbramara-badhz (an attack by a bee) and visida (grief) erc. In tl;csc
he has used the SR, a work later than the, f"xD (vide § 18). Raghava-
bhatta’s words are quoted below in translation.

Watering plants (vrksa-secana)—slightly bending the body with
the Avadhuca head and the Adhomukha face. After holding near
the shoulder the Nalini and the Padmako$a hands.

Attack by a bee (bhramara-badbz)—with the Vidhuta head, the
Kampita lips and the turned down Tripatika hand near the mouth.

Bashfulness in love-making ($rsigaralajjay—with the Pardvrtta head
and the Lajjita eye.

De;pair (visidaj—with the Dhuta head and the Visanna eye.

Avoiding an attempt to raise one’s chin (mukbonnayans-paribara)
with the Paravetta head and the Vinigihita lips.

Plucking of flowers (puspavacayana)—with the Utcdna Arila lefr
hand and the Hamsasya right hand taken side-ways.

Making toilet (prasadbana)—putting the Tilaka mack on the fore-
head with the ringfinger of the Tripatika hand, wearing rhe garland
with the Paraimukha and the Sandamsa (right and lefc) hands, pute-
ing on Tatakas (ornament of upper arms) and ear-rings with the two
Bhramara hands, and painting lac-dye on the feet with the Kartari-
mukha hand, and wearing a ring with Hamsasya and the Cyuta-san-
dam$a hands.

Obstacle in walking (gatibbariga)—with the Orudbged Cari,

COang down from a high place (avatarans)—with the Gangivara-
rana.

Mounting a chatiot (rathadbirobana)—with the Ordhavajafiu Cari.

The code of gestures and movements prescribed for the different
limbs was binding on the nafs; so much so, that in the matter of
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gesticulation the term ‘originality’ can scarccly be applied to him,
for what is requited of him, is not his own interpretation of a play,
but a representation of the same i accordance with the prescribed
tules, The ideal Hindu playwrighe, as far as the language and the
development of the plot are concerned, is to leave no obscurity which
would require the interpretation of the nat4, but in building up his
chagacters, he (i. e., the playwright) is to touch only those characteris-
tic moods which, propetly &.Prcscntcd, would suggest the full aesthe-
tic valye he desires to impart to them.

To the nata the play is, as it were, a lyrical poem, and the abbinays
manuals, an account of the notes to be used in setting the former
to music. As the musician has neither the liberty nor the necessicy
of inventing new notes or haphazardly applying the existing ones, so
the n4ta has no room for being original by inventing gestures etc.,
for that is the business of masters (#carys) of the art who know the
theory and ptactice throughly.®* In consequence of this, the _specta-
tors were spared the necessity of putting up with fanciful i mtcrprcta-
tions which individual natas might make at their cost. In spite of
this the #4¢4 had sufficient scope for free grace and fitting variations on
the usual play of limbs.

(i) Vacika abbinays may roughly be called the use of proper
pronunciation, modulation of voice, accent and rhythm.**  According
to some Hindu theorists it occupies the first place in a play, because.
all other branches of abbinaya viz., anigika, abirya and sittvika, depen-
ded more on it than it does on them.*? But the meaning which they
have for this vacika abbinaya is more extensive than the modern
rules of proper dramatic delivery, The use of different dialects and
proper forms of address to persons according to their rank or social
status are also included. These rules of the Hindu theorists are

20 A, K Coomaraswamy, The Mirror of Gesture, pp. 3-4.
21 NS, XVII-XIX,
22 Ramdas Sen, Aitibasika-rabasya (Bengah) Part 11, second Edition, Cal,

;885, p- 97
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very . claborate and ‘well-adapted to bring out the lyrical” qualities
of a play. '

(iii) .Abarys abbinaya.. Thi. costume and.the appearancc ot the
nata help him in his work. They reveal the sex, race, sect ot class,
social or other position of the cheracter represented.  The part which:
costume and physical decorations etc., play, is called thet abarys
abbinaya.*® ~

(iv) Sattvika abbinayas. This is the Sfepresentation of cight psy~
chic conditions arising from the vital principle 1eself. Tpcsc eight
conditions are: motionlessness, perspiration, horripilation, change of
voice, trembling, change of colour, tears and fainting.** But as these.
are soraetimes to be expressed with  the help of slucablc gestures ot
movements of limbs, some modern scholars could, however, discover,
no distinction between the sastvika and dngika abbinayas®® But,
their confusion 1s due to overlooking the fact that while the ir’tgilea
abbmaya is mostly on external t:hmgs, and represents ideas conveyed
by words, and intellectual changes in a man, the sattviks abbinaya,
is a thing expressing the psyche; because the eight conditions enumer-,
ated above proceed from the inmost recess of the soul and pervade
the whole body. Owing to their distinctive and dcep—scatcd nature,
they (i. . the eight conditions) from a separate branch of the abbinaya,
But in spite .of this possible distinction, it cannot be denied that the
sativika abbinaya has every chance of degenerating into the Zrigiks
abbinaya when the nata lacks the genius as well as proper training in

his art,

o

9. IMPORTANCE OF THE Stupy OF ABHINAYA. It has been
rightly observed that no Phy is more than potentially such «ill it is
acted. chcc in order to understand a play propcrly, one must see it
produced on the stage in the manner in which the author desxgned it
to be dong.™ If this, however, be not possible one should at least know

23 Ramdas Sen op. cit,, pp. §7-98. NS. XXIII, 2-3.
24 Ramdas Sen. op. cit., p. 93, N§. XX1V, 1-2,
25 Cf. Keith, op. cit., pp. 367-368,
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_thoroughly that particular manner, otherwise thiere is every chance of
misunderstanding it, in spite of sympathctlc imagination or artistic
taste. The Hindu plays, as far as our knowledge goes, cannot be said
to have been properly appreciated by modern critics, merely because
they were studied without adequate attention to the technique of their

NJepresentation on the stage. Those who have made any generalisation
on sheir value, depended merely on the treatises on the literary
technique of those plays (suéh as the Dasariipa ot the Sabityadarpana),
which - themselves are not fully intelligible unless they are read along
with treatises on abbinaya and other branches of the prayogs-vijiana
(art of production). That this latter subject has much to do with the
proper appreciation of Hindu plays has been recognized by few scholats
and emphasized by none. The few stage-conventions which some of
them picked out as grotesque or meaningless, were a hindrance rather
than a help to such an appreciation. Hence it is clear that the Hindu
att of abbinaya requites to be investigated more carefully, And its
practical details as well as the prmciples undetlying them should be
sub]ectcd to a most exhaustive scrutiny.

(i) Abbinaya and Painting. In the Vispu-dbarmottara,*® it has
been said that the canons of painting are difficult to be understood
without an acquaintance with the canons of dancing. This remark is
not intelligible to one who is not awate of the fact that dancing
includes abbinaya, dnd was to a great extent responsible for its origin,
although in later times it came to be associated more or less exclusively
with the performance of nagyas. An acquaintance with abbinaya, in
fact, gives the student of painting a more or less definite idea about
the postures of men according to changes (physical, mental and spirit-
ual) to which they are subjected by the different objects surrounding
them., The value of a treatise on abbinaya lies in the fact that it
presents to us a more or less systematic and elaborate study of the
possible artistic gestures which, when reproduced on the stage by natas,
may evoke rass in the spectators. Anyone who has some idea about

26 Ed. Venkatesvara, Bombay, 1g12. Part IIl, ch, 2 4. 4,
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the technique of painting will «understand how the descfiptions of
varying gestures by head, hands eyes, lips and feet etc., would help a
student of painting to acquire skill in depicting the human form
in its endless variety of poses. In fact the canons of painting such as
are given in the Vispu-dbaramottara and the Abbilasitaratha-cintamani,
give nothing but the anatomy of the human form considered in ity
motionless condition, while the canons of dancing " (which inchudes
abbinaya) consider the human form in its thythmic movement for the
purpose of evoking some r4sa, and can thus vivify the knawledge of
that anatomy by revealing its artistic possibilities.

(i) Abbinaya and Sculpture, The Visnu-dbarmottara® is also of
opinion that one who does not know the canons of painting, cannot be
acquainted with the canons of making images. This will be clear to
one who has understood the relation between painting and 4bbinaya
given above. And a study of the AD may be expected to remove
all doybt in this matter.

27 Part Il ch, 2. In connection with rules for making images the Sama-
ranganasttradhira (vol. Il pp. 301ff. of the GOS Edition) describes the hand
gestures etc., almost in the language of the NS (IX. 4f),
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ABHINAYA: ITS HISTORY.

10. THE OricIN OF ABHINAYA. (4) Abbinaya, though closely
Ebm;ected with répakas or nagyas, is not restricted to them alone in
its application. An essential part of mrtys (pantomimic dance) is
abbinaya; and gitas (songs) are made perfect when they are accompain-
ed by proper a7gika (physical) gestures to suggest their spirit. Hence
it is natural that abbinaya apart from natya should have its own
history to which gits (song), nrtta (dance) and nrtya contributed their
part.  Not only the composite natute of its growth, but also the
different sBcial phenomena which influenced the entire history of
abhinaya, should be taken into account for its proper comprehension.,
For instance, rituals, folk-songs, folk-dance and folk-plays contributed
to the growth and development of this art as well as of natya (drama)
itself. Different masters of the art of abbinays who Hourshed in
course of its long history, did also do their part in this matter; but
at this distanc dace we lack adequate materials to study accurately
cither the relative priority or the importance of the different forces
which in some way or other might have influenced the growth of
abhinaya, we shall consider below only a few facts which reveal the
characteristics that abbinaya has in common with other social institu-
tions, sacred or secular as a means of suggesting the compléx nature
of its growth.

(1) Gita and Abbinaya. It it a well-known fact that at 'a certain
stage of their evolution, gits, (vocal music) nrita (including nreya) and
vadya (instrumental music) came very rightly to be considered mnot
only homogencous but also mutually dependent. The word samgita
which includes these three arts and which has often been mistrfaslated
as merely ‘music’ was an invention belonging to this stage. This inclu-
sion is of help in understanding the connexion between gita and nreta
(nreya). And abbinaya, as.will be seen later on very clearly, is connect-

3
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ed .with nstya. Therefore, the relation between gits ard abbinays
becomes clear. In practice also, the same relation is to be secen even
now; for Indian singers, even when they are not dancers, usually
accompany their singing with gesticulation. “This is of two kinds, of
which the first, quite distinct from what is spoken of in the present
treatise, is a hand movement reflecting the musical form; the reflec,
tion of empathy (szdbarani), is sometimes very impressive ot gragcfh{
but not less often grotesque. The secondl, known as bbav-batini ot
‘shewing of moods’ is of the type here described as abkinayg, or *ges-
ture’ and differs from (sbhinaya applied to) Natya only in the greater
relative importance of the music and the words”.*

(i) Nrtya and Abbinaya. The indispensable connection between
nytys and abbinaya can be gathered from Dhanafijaya’s description of
the former. He says nrtya is the representation of conccpt.s conveyed
by words (padarthabhinaya).® The description of Sarfigadeva establishes
the connexion more elearly. He says ‘thac which expresses bbavas
(States) by means of igika (gesture) is nrtys’* But according to
Catura-Kallindtha, the commentator of the SR, Zngiks in this place
includes vacika as well as sattvika abbinaya. But there are, as will
be scen later on, other factors which contributed their share to the
development of ndtys and sbbinaya, although the contribution of
nrtya is surely the more important. This importance will be better
understood when we observe the fact that sbbinaya has almost always
been discussed in the works on samgita in the chapter devoted to nrtia
(nrtya), and works like AD which treat only of abhinaya, look to
this as an art concerning solely the nartaki (dancing girl).® This mode
of treatment probably points to the fact that sbbinays first came to
be studied and systematized in connexion with nstys, and hence the
sign of that dependence even in works prepared much later when it
came to be largely associated with nazya.

t MG.p.8, Words enclosed within square brackets are outs,

2 Dabaripa 1. 14,

3 SR.VIL28, ° ‘

4 . Tika, on SR, VII, 28, "5 AD.d, 23b-272

4
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The telation of abbinaya to natya (drama) may be said to have
become more intimate through the refation of the latter to nrtyd, for
the NS, the well-known work on natys and the musical arts, clearly
lays down that a play should be so written that dance can be added
to it.® It is this prescribed association of mytya with Hindu plays that
entitled the latter to the name nifys which means literally a thing to

\bc danced, or performed by a naga (originally a dancer, subsequently
the petformet of nagya). Indeed, it has already been mentioned that an
expression like natakam nanrtub (danced a drama) was used in the
Harif;amfs’a.-’a

(iit) Ritual and Abbinaya. (a) Vedic, The part which the Vedic
ritual might have played in the origin of Hindu plays has been ably
discussed by more than one scholar.® In spite of there being no
unanimity of opinion among them all, it may be said that the ritual of
the Vedic age contributed, even if it might be to a small extent, to
the origin of abbinaya. The testimony of cthe NS, in this connection,
that natys as a whole has sprung from the four Vedas, and that
specially zbbinaya can trace its origin from the Yajurveda, may not be
lightly dismissed.® And also the fact that the Vedic hymns, at least
Simans, are still chanted mostly with some kind of gesture, should
be remembered in this connection.

(b) Epic Recitation and Abbinaya. The recitation of epic poems
such as the Ramayana, the Mabibharata, the Bbagavats and other
Puranas, which generally takes place on the occasion of religious
festivals, has some kind of sbhinaya ascociated with it. For Kathakas1?
just like good oratots, are requited to make a liberal use of gestures
for impressing the audience with wtlat they deliver, The theory

6 NS, XVII, 123.

7 Harivaméa, Cal. (1827 Saka) IL. 93-28, p. 314,

8 Keith, op. cit,, pps 23-27- 9 NS 1. 17.

1o Kathakas or those who read before an audience epWodes from
original epics (Mbh. or R.) ot the Puranas, and explain them with the art of a
good story-teller interspersing their narration with songs, or musical recitation

of original Sanskeit passages,
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of the origin of Hindu plays from epic recitation which is .otherwise
justified, receives on additional sflpport from this fact too, .

(c) Tantrik Mudras and Abbinaya. Tantrik mudrds (ricual ges-
tures of the hand) have some resemblance to the manual gestures
used in abbinaya. This however, is not sufficient to allow us to
suggest any clear connection of Tantrik ritual with the origin of
abbinaya,

(d) Folk-arts and Abbinaya. Folk-songs, folk-dance and folk-plays
also contain some elements of abbinaya in them. Popular ballgds of
ancient times may also be supposed to have been sung with “some sort
of crude abbinaya, and similarly folk-dances and folk-plays also were
probably accompained by this. These folk-arts can be witnessed even
now-a-days in the Gambhird, the Gajan and the Nilapiiji (of Bengal)!?
and the Ramalila (of the Uttar Pradesh), thus afording some material
al for us to arrive at their histotical prototypes.. The Mabivrata cete-
mony of the Vedic times might be a trace of their early existence,'

11. THE DEVELOPMENT OF ABHINAYA. (a) Before the time
of Kalidasa. As the word preksi used in Kautilya’s Arthaéasira
has been taken to mean a dramatic show it may be assumed
thar 4bbinays was in vogue in the 4th century B. C. At the
time of Patadjali (c. 140 B.C.) too, the art seems to have been
largely practised.*? In the age that followed, this art made further
progress, the first testimony of which is the fragments of Aévaghosa’s
plays. This great Buddhist poet is placed by Sten Konow in about
150 A C., but Keith is for placing him eatlier.!¢

In the Saptasatakam (Saptaati or Sastasai) of Hala alias Sitavihana
nadaa (nataka) and puvvaramga (piirvaranga) are mentioned side by

11 Haridas Palit, The Gambhird belongs to the Malda district and the
Nilapiija to all parts of Bengal.

12 Hillebrandt, Ritual Litteratur p. 147. Sten Konow, Das indische Drama,
p. 42, Keith. op, cit., 23-24.

13 Keith, op. cit,, p, 31.

14 Sanskrit Drama, p. 70.
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side.!® The word pirvaraniga, being 3 technical word connected with
the production of a natys on the stage, shows that the art of sbbinaya
was at that time in a more advanced "stage than in the age of Patafj-
ali. As for the date of Hala, Winternitz says that he must have
reigned either in 1st ot 2nd century A. C., at the earliest.l® The
Avadanamtaka. a Sanskrit Buddhist work dcscnbes the petformance of
a &lddhlst nataka. The description of the nitsks in that work, is
enough to show that the ag& which produced the work witnessed con-
siderable development of the art of abbinaya, The mention of tt'xc
word ‘naticarya’ in the sense of master-nata or the professor who
trained the natas (and was consequently the director of a party of
natas), gives us good reason to presume that the art of a nata had
by that time become important enough in the eyes of the people to
accord to 1ts venerable teacher the title of carya which was generally
to given a master of seacred works like the Vedas and the Vedangas
etc., This AvadanaSataka is a wotk considered to have been written
between 200 A. C. and 253 A.C.'Z :
More copious reference to abbinayais to be found in the Hari-
vam$a*® The word abbinaya with its derivatives has been used in
it ncarl.y a dozen times. This fact together with mention of technical
words like nandi, nepathya, and vidasaks gives us ample ground for
presuming that the work was written at a time when the arc of
abbinaya reached a high degree of development. The lower limic of
the date of the Harivaméa varies between 200 A. C. and 400 A, C.*?
There should, however, be no objection to placing the work in the
second century, for the Bhisa-plays including words like cari, gati
used in connexion with 4bhinaya have been assigned to 300 A. C.

15 Kivyamala ed. p. 110; Weber’s ed. p. 127

18 Winternitz, Geschichte der indischen Litteratur, Vol. 3, p. 103; also
Weber’s ed. of the Saptaatakam, p. xvii. : o

17 Lévi, op, cit,, p. 320 Avadanaiataka (ed. Speyer) Vol. 2, pp. 29-30.

18 1L, 92-93.

19 Hopkins, The Great Epic of India, pp. 387, 398. Wiaternitz,, op. cit.,
Vol. 1, p. 40x (Transl. p. 464}
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(b) In the age of Kalidasa. The improvement made by Kiliddsa
in the exstant drama of his time consisted in assigning a more or less
prominent place to song and "dance. In this respect he probably
made a departure from the style of his predecessors. It seems
that in the beginning Kaliddsa with this innovation was rather
afraid of the admirers of old masters like Bhasa, Saumilla and othets;
hence, in spite of the firm self-reliance which always characterizgs4
great genius, he uses song and danc}p very cautiously in the
Milvikignimitra. ‘The success of this which must have raised him in
the estimation of his contemporaries, convinced him of the fitness of his
method, which he applied more freely in the Vikramorvali the proper
production of which would enable one to see the best specimen of the
art of abbinaya.

he value of Kilidasa’s innovation from the standpoint Gf the ast
of abbinaya is immense. Hindu plays—poems in their conception
and lyrical in their character—became after him unique spectacles
in which the lyrical element was given the fullest prominance by
the more impottant scope given to song and dance. y

(c) After Kalidasa. The art of abbinaya does not seem to have
made much much advance after Kalidasa. For the plays of post-
Kilidasian age are composed more or less after the manner of that
great genius, But it is sure that from time to time gestures were
studied afresh, new gestures were added to their number, and some-
times the old ones also were slightly modified. All these we shall
see below under the literature on 4bbinaya.

12. Tue LiteraTure oN AsHiNAYA. The treatise on abbinaya
which can be called the eatliest is, the Natasiitras of Silalin and
Kréasva mentioned by Pagini (c, 600 B.C.). We do not exactly
know what these contained, but if any conjecture on the subject is
allowable, we may presume in the light of a study of the later works
on nrtys and abbinaya that Silalin’s and Krédéva’s work contained
among other things a description—probably classified—of gestures
and postures etc., and whete and how the nata was to use them,
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The NS which among other things treats of abbinaya, is
thus the ecarliest available work dealing with the subject. It has:
sometimes been assumed that the NS ‘in its earliest from was a s#tra-
text—meaning by the term a work consisting of highly compressed
prose formulae such as the Astadbyayi of Pagini. If such actually

wexisted it might have been eatlier than the BhA which, as its abridge-
M shows, was in all probability a versified work. But we are
afraid that the above assump¥on is based on a very weak foundation.
Though the NS has often been referred to as the Natyasttra and its
author the Bharatamuni of dubious existence, has been called the
sitrakara, it is highly doubtful if anything except the present NS
written in mettes or its prototype of a like nature, ever existed. A
careful examination of the word s#itra will support thisview, Itis on
the basis of this word and of the word karika occurting in the text of
the NS (VI, 11. 31) that one makes the above assumption. As the
meaning of the word kirikz is quite plain, we are to discuss only the
meaning of the s@sra. It is generally believed, and pethap§ very
firmly, that this word means a work containing highly compressed
prose formulae on any subject such as the Astadbyayi or the
Brabmasitra. An authority like Abhinavagupta deals a cruel blow
to such a belicf. In his comments on NS. VI, 11. 31, he is not for
distinguishing between kariki and the sitra. In the mangalicarana
of the Abhinava-bharati, he has called the vety NS the Bbarata-siitra.
Together with this fact, one should remewmber that the Rk-pratisikbya
written entirely in verse, has been called the Pargada-siatra. This also
is noteworthy that the Southern Buddhists called their scriptures
(written in prolix prose) suttas (= sitras) and the Northern Buddhists
too call some of their mettical treatises siitras (e.g., the Madbyants-
vibbagasitra of Maitreya-nitha). The satra (thtead) which runs
through flowers in a garland seems to have led to a metaphorical use
of the word, Hence sitra means merely central principles or essential
rules. On taking this view of the meaning of the word siitra we
may consider the NS (in metre) to be the carljest available work on
abbinaya.
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Then come the Agnipurana and the Vispudbarmottara, which
make room for a treatment of abhinaya in their body. The date of
the Vispudbarmottara has not been critically discussed by any
authority, but it may be that this wotk belongs to a period not later
than 500 A. C.*° And the Agnipurina has been placed in the latter
half of the 8th century.*

20 Indian Antiguary, XIX, p. 408, Jolly, Hindy Law and Customs, p, 63.
21 S. K. De, op, cit, p. 103.

)
ABHINAYADARPANA

13. ScorE oF THE WorK. The AD treats in details the
angika abbinaya which inculdes gestures, postures and movements
dependent on feet. The exclusive atiention paid to the drigiks abbinaya
is due to its importance with reference to the training of the natys and
nreya.t  The same importance may be said to have been recognized
by Amarasimha the famous lexicographer, for he mentions in his Kosa
only arigika abbinaya and the sattvika, ptimarily dependent on the
former.?

(2) Gestures, To understand the proper value of gestures which
furnish the basis of the arigiks abbinaya one should observe their
application in other department of social activities. Gestures are first

[~
1 Cambodian dancers who owe their art to ancient India still learn this
with great pain, See, Gesturesin the Cambodian Ballet by J, Cuisinier in
Indian Art & Letters, 20d issue for 1927,
2 Sce the Amarakosa under *Abhinaya’.
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met with in the languages of primitive people. It is sure that they
played an important role in the evolution of human speech. A gesture
is used by mutes and even by others when they meet persons speaking
a language unintelligible to them. And often it so happens that
some ideas cannot be adequately expressed ot explained without some
ngesticulation accompanying words spoken. This clearly shows the
pIwg: of suggestion that is inherent in gesturse. It is no wonder,
therefore, that they were conf§ined with dance—the first-born among
arts of mankind-—and have been endowed with rhythm to call forth
rasa in persons witnessing dance, But they have other uses besides
this, The ritualistic use of gestures known as mudras is an instance
of it. Sidhakas (devotees) of the Tinttik school use them. According
to some thcy are meant to emphasize and intensify their thought, and
thus ngmg g them the bliss (mud) of meditation. But gestures used in
abbinaya and nytya differ from mudra. And nrtya and abbinaya also
have different principles of utilizing them. For in nrtya gestures are
used by themselves, whereas in natya they are used in accompaniment
~ of words, ‘to suggest their meaning.

But whatever might be the difference of principle regarding the
application of gestures in mptya, abbinaya and mudri they agtee in
one respect: in all those cases they tend often to be artistic and
symbolical, rather than natural and "simple. After the introductory
matters (1-48), the AD treats the following kinds of gesture: —

i. Nine gestures of the head (49-65).
ii. Eight gestures of eyes (66-79).
iii. Four gestures of the neck (79-87)
iv. Twenty-cight gestures by one hand (87-165) and four
additional gestutes (166-172)
v. Twenty-three gestures by both the hands (1 72—2133)
vi.  Gestures for representing gods (204-215)
vii.  Gestures for representing the ten Avataras of Visqu (216.225)
vili.  Gestures for respresenting different castes etc, (226-231)
ix. Gestures for representing vatious relations (231-244)
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X, Gestures of hand for dance in general, and the .method of
moving hands in dance (244-249). .
xi.  Gestures for representing nine planetary deities (250-258)

(b). Postures and Gait. After treating gestures, the AD treats
of postures and various movements of the body depending principally
on feet (259f.). Itisa plain fact thatthe carriage of the body and -
its various movements often characterize a person. On assuming g5,
the theorists of the art of abbinaya have godified postures, and move-
ments of the body depending on fect.

.
.

i. Mandalas and Sthanakas or sixteen modes of standing and
resting (260-282).
il.  Utplavanas of five kinds or leaping movements (282-289)
iii. Bhramaris of seven kinds or flight movements (228—332)
iv.  Caris, and Gatis or eighteen kinds of gait (298-332)

One peculiarity is noticed in the treatment of the above items.
Unlike that of gestures definitions of vatious postures (except in the
casc of Sthinakas) and feet-movements are not accompanied by  theie
viniyoga (application). An explanation of this fact is available at the
end of AD in the following terms: —

“Mandalas, Utplavanas, Bhramaris, Caris and Gatis according to
their relation to one another, are endless in number and vatiety. Their
uses in dance and drama arc to be learnt from the $3stra, tradition of
the school and through the favour of good people, and not otherwise
(322-324.)" This probably shows that at a very time when no work
was compiled, the usesalready recorded in case of the above mevements,
depended solely on the principles known to teachers, Probably for
this reason we do not get them in writing in the AD which followvs
a very catly tradition.

14, THE ABHINAYADARPANA AND THE NATYSASTRA, Bharats-
Sastra (not the Bbarata-Natyasfitrs) has been many times refetred to
as an authority in the AD, and the extant N§ in its chapters VIII-XI,
treats of the Zrigika abbinaya (gesture), Hence a compatison of the
two works. becomes necessary.
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(a) Head-gesture. According to the NS. (Ch. VIII) there- are

thicteen gestures of head while Nand;keévara has only nine. Among
them five gestures have common names in both the works; besides
this, the names of two gestures agree partially.

A compatison of the names, definitions and viniyoga (application)
ﬁxc head gestures in the two works shows that the gestures named
Adhomukha, Alolita, (=Loljta), Dhuta, Kampita, Pardvrtta and Pari-
vahita are defined in each work in a similar manner. As regards their
application’s also the two works have a considerable agreement ; besides

this, the definition of the gesture Udvahita in the AD, agrees substan-
tially with the Utksipta of the NS,

(b) Eye-gestures. According to the NS. (Ch. VIIL 101 ff.),
there are three classes of eye-gestures, such as, (i) eyes for expressing
cight 7asas, (ii) eyes for expressing sthayi-bbavas, and (iii) eyes for ex-
pressing saficari-bbavas. Each of the classes (i) and (if) in their turn
has eight varieties, while the class (iii) has twenty varieties. But the
AD (66f.) is not so eleborate in its classification or division of these
gestures. It enumerates only eight kinds of them. The classificstion
in the two works has not any common name.

(¢) Neck-gestures. The NS (Ch. VIIL 164£f), enumerates nine
kinds of these gestures while the AD (79£f) gives four kinds of them.
The two enumerations possess no common names,

(d) Hand-gestures. Though the NS and AD agree in classify-
ing the hand-gestures into three classes, and though these three classes
possess many common names, they differ as regards the number
in each class as well as well as in their definition and application,
Let us consider them separately.

(¢) Single-band gestures: According to the N$ (Ch. 1X), there
are twenty-four gestures in this class, while in the AD, their number
is twenty-eight. In both the works twenty-two gestures have common
names Their description and application too in the two works have
considerable agreement, ‘
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.The comparison of the two works on this point yields these facts:.
i. The definition of the following thirteen gestures is similar
in both the works:
Pataka, Tripatika, Ardhacandra, Arila, Sukatunda, Musti, Sikhara
Padmakofa, Sarpafiras, Mrga$irsa, Catura, Bhramara, Mukula,

ii, The following gestures have some points of agteement
as regards their application. The number of those pg'ﬁcs
varies in each case, and it has peen noted against the name
of each gesture mentioned below.

Pataka (2), Tripataka (2), Ardhacandra (1), Musti (z), Katakamu-
kha (4) Padmako$a (3) Sarpasiras (5) Mukula (2),

iii. Except in the cases mentioned in (i) above the viniyogs
(application) of the gesturas vary in the two works.

v.  The definitions of the following gestures vary in"TFoth the
works: Kartarimukha, Katakimukha, Kapitcha,  Siici,
Kangula, Alapadma (Alapallava) Hamsapaksa, Sandaméa,
Tamraciida.

v. The following gestures of the NS, are subdivided according
to thieir viniyogas (uses) and special instructions have been
given as to howa gesture is to be used in different groups
of things: Patika, Tripataka, Arila, Siicimukha, Catura,
Sandamfa,

(2) Combined-hand gestures. The NS (Ch. IX) names thicteen
gestures of this class, while the AD gives twenty-three.

As a result of the comparison of the combined-hand gestures named
similarly in the two works, we have the following facts:

i. The following gestures in both the works have substantially
. the same definitions, and their applications also agree muty-
ally to a great extent; Afjali, Kapota, Karkata and

_ Pugpaputa.

il. The gesture named Pugpaputa is almost similatly defined in
both the works, ‘

iii.  The remaining three gestures are differently. defined and
applied in the two works.

t
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(3). Nrtta-bastas. According to the NS. (Ch. IX. 173f.) they
are twenry-seven in number and differens from the single-hand and
combined-hand gestures. But their number in the ADis thirteen,
and they are not anything different from the single or combined-hand
gestures; for, six of them (Patika, Tripatdka, Sikhara, Kapittha,
Alapadma and Hamsasya) are the same as the single-hand gestures of.
Mhsame name, and the remaining seven (Afjali, Svastika, Dols,
Kataka-vardhana, Sakata, RgSa and Kilaka) are the same as the
combingd-hand gestures of the same name. Thus, whatever might be
the number of gestutes in each group, the total number of hand-
gestures are sixty-four accotding to the NS, and fifty-one according
to the AD.

(e)jg'iiﬁ, According to the NS, Ciris? are thirty-two in number
and are divided into two classes; (i) carthly (bbauma) and (ii) heavenly
(akasagami). But the AD, has only eight Caris and they constitute
only one class by themselves. The two works have no name common
in their Caris, :

() Mandala, According to the NS, Mandalast are twenty in
number and are divided into two classes: (i) earthly (bbanma) and
(ii) heavenly (akafik4), but the AD gives only ten of them and does
not classify them at all. The two works have no common names in
their mandalas.

15. THE ABHINAYADARPANA AND THE BHARATARNAVA: Both
these works ate ascribed to Nandike$vara, and the authors of
the two works may be indentical. The tradition recorded
in the opening verses of the text used for the MG says that the AD
(vide notes on §l. 1), is an abridgement of the BhA. But nothing
like this is to be found in any of the five manuscripts collated for the
present edition. Hence in the beginning we disbelieved it. However,
being informed that 2 manuscript named the BhA, exists *in the
library of Bhandarkar Oriental Institure, Poona, we procured a loan of
it for placing our conclusion on a surer basis. This led to a through

3 SeeNS. XL, . . 4 SeeNS, XI 4.
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examination of the same work, which treats of abbinaya as well as
nytya.  And the following are the results:

The Poona MS of the so-called BhA, which we have called P
appears, to be a different work or at best a recasting of the old work
of the same name. In the body of the work the following passage
occurs: alapacarim vaksye'bam ... ...Bbaratirnavam-amanthya......

This adds to one’s doubt as to the so-called BhA., bcingﬁ:
original work of Nandikesvara, and showfthat it is a compliation which
depended on his wotk as well as that of the so-called Bharata t.e, his
Sastra,

At the end of the chaptet referred on misellaneous hands it writes
bharatartha-candrikayam bbiidhara-rija-dubitrracitiyam, and the coloph-
on, which follows this, is (E. 42) iti $r-NandikeSvara-viracitgParvati-
prayukta-bharatiriba-candriki-nanariha-prakaranam samaptam-asit,

Read together with the superscription (nandibbaratokta-samkirna-
dhyayab) at the head of this section, the above eolophon offers a puzzle
and again adds to our doubt as to the so-called BhA, being, identical
with Nandikeévara’s work of the same name. It may be altogether a
different work of the name of the Bbharatartha-candriki depending on
Nandikeévara as well as the so-called Bharata for its material.

This MS however, gives the name of the work as the BhA. The
discoverer of the MS, it is sure, depended on this only, for labelling
the work as the BhA. These various ways of describing the work
probably shows it to be something other than the original work of
Nandikeévara,

In its treatment of hand-gestures of the first ewo kinds (4samynta
and samyutabastss), P resembles to a great extent the AD, The
number of asamysta-bastas (single-hand gestures) is twenty-cight in
the AD, whereas their number is twenty-seven in the P. Of these,
twentyssix gestures have similar definition and description in both the
works. The number of samynuta-bastas (combined-hand gestures) in
the AD, is twenty-three while in the P cheir number is sixteen. Of
these, seven have common names in the two wotks, and the definition
and application of six only have a substantial agreement in the both,
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But the treatment of nrita-bastas in the P, is different from that
of the AD, Unlike the AD, the P describes a new set of hand-
gestures called nytta-bastas. In this® regard, the latter work beats
resemblance to the extant NS. The number of nits-bastas are
sixteen in the P, whereas their numder is no less than twenty-seven
in the NS. Of these, twelve common name are found in both the

ks, but their definitions and applications differ.®

\

16, THE ABHINAYADARPANA AND THE SAMGITARATNAKARA.
The SR being evidently a work posterior in date to the AD,
it is not necessary to compare the two. lt goes without saying
that SR which was compiled from various sources such as the
NS and AD, has tteated gestures etc., more elaborately (vide SR.
1, £TE™14-16, 21-23, 40-43, 75, 55-56, 72, 111, 145, 187,
189-190. Ch. VII). But it should be mentioned that the author of
the SR, has from time to time retained the very language of the
source-books. -

Besides the above, the SR, in other cases too bear clcar evidence of
an influence of the AD. )

17, Tue StyLe anp MeTHOD 0F TREAIMENT OF THE AD,
The present work is written in a simple style, It is even
simpler than the chapters which the NS, devoted to mrits and
abbinaya. Thete are some grammatical anomalies® and stock phrases
like kirtitab purvasiribbib, ucyate natyakovidaib, proktab ngtya-
karmavisaradaib are very often used for filling up the verse i.e, for
padapirana,

Nandikesvara’s method of treatment in the AD, is analytical, He
considers the gestures of different limbs separately, though in actual
abbinaya, some of the limbs cannot have independent movement’.
And moreover the gesture of one single limb is never used, except

5 See the treatment of the nytta-bastas in the NS, (Ch. IX 1736,)
6 See notes on $lokas 31 and 34.
7 See £ls, 89-93 of the AD,



32 ABHINAYADARPANAM

for a short time, to the exclusion of the test. In the NS, the
synthetic method has been combined with the analytical one. For, in
it we find not only the enumeration of the gestures of different limbs,
but also their combination in the form of karapas and angabiras®.

18. THe AurHOR oF THE WORK, It is not easy to say
anything with certainty about the life and times of Nandikeévara, the
reputed author of the AD. This name has been found not only in
connexion with abhinaya, but also in relation to works on various other
subjects, such as, Tila, Rasa, Yoga, Tantra, Kama-§astta, ~Piirva-
Mimamsa and Lingayet Saivism, The three works named Tals-
laksana®, Talidi-laksana and Talabbinaya-laksana have been ascribed
to N. Rijadekhara in his Kavys-mimamsa citiesone N. as a writer on
rasa. There is a work named Yoga-tiravali*® from the hande=BF one
N. The Nandikefvara-tilaka®® has N. frankly as ics eponymous
author. The Paficalayaks mentions this name as a writer on the
Kamasastra, and Vatsyayana, too, in his sitra refers to one Nindi
whom Aufreche is inclined to identify with N. The Prmbbakars-
vijaya'® a Piirva-Mimamsi work has also one N. as its authot.
Besides this, the author of the Lingadbarana-candrika*® a work on
‘Lifgayer Saivism is N. Surely we cannot see a single petson in all
these Nandike$varas. But it is probable that N, in connexion with
tila, and abbinaya was the same person, and he might have been
different from the writers on Yoga, Tantra and Piirva-Mimamsa.

The testimony of $arngadeva, the author of the SR which quotes
‘passages from the AD, seems to corroborate the first part of the above
view; for, according to him, N was an authority on samgita, that is,

8  See NS, 1V, 30-33. 54.
9 Burnell’s 4 Classified Index to the Skt. Mss. in the Palace Library,
Tanjore, p. 45; S. K. De o, vit., P» 35.
16 Friennial Catalogue of Manuscripts collected for the Govt, Otiental
Mss. Library, Madras (TCM.) vol, 1V, and (nos. 3308 b and V 4403 c).
11 TCM. vol, Il Pt. I pp. (no. 2595)
12 TCM. vol, IV, Pt, L pp. 4909.
13 TCM.vol. IV Pe. I, (no. 3433).
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he made some contribution to the att which includes ¢zl and abbinaya. .
It is difficule to say whether N the writer on ars amatoria was
identical with the writer on sm;ngitZ of the same name. But as the
Chapter XXV of the NS dealing with courtezans can be considered
an integral part of the original work, one can say that the identity of
» the two authors is not at all improbable. However, afy decision on
tRzpoint being very uncertain we shall consider here N merely as a
writer on samgita, and as such he was a mortal human being and not
a god of the same name with whom popular imagination in course
of time tended to identify him. He was possibly a follower of Siva.

An account of the Lingapurana shows that Nandikeévara the
attendant of Siva** was originally a mortal—the son of a blind
woman named Silida who prayed to gods for an immortal son and
was given By Siva a son named Nandi. This Nandi came afterward
to be known as Nandike$vara and was immortalized by Siva as the
chief of his ganas.

Mm, Ramakrishna Kavi identifies Nandin or Nandikeévara “with
Tandu. Atcording to him N was the author of Nandifvarasambitz, the
whole of which work is extinct now except a chapter on histrionics'®,
and this chapter on histrionics is probably the AD. In the absence of
sufficient proof in support of this statement, we may consider this as a
more plausible suggestion based on similarity of names.

19. Tue Prace or Nanpikesvara. The god named
Nandike$vara being pupular in some parts of southern India, our
author of the same name seems to have been an inhabitant of that
part of the country.

20. THe TiMe or NanDikesvara, If the suggestion of
Mm. Ramakrishna Kavi who identifies N with the author of

14  Gopinath Rao, Elements of Hindu Iconography, Nol. IL Part II

PP. 455-459.
15 The Quarterly Journal of the Andhra Hist. Research Society Vol. I1I, -

pp. 25-26. Nandisvara-sambita like the Manu-sambita may have been the work
of an author other than Nandikeéévara,

5
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Nandi$vara-sambita, can be accepted, a guess may be made about the
date of our author. For, Nis quoted by Matahga, a writet on
samgita, and may probably be antetior to the latter by nearly a century.
The date of Mataniga can be roughly fixed, for, he is mentioned in
the Tamil work named Silappadikarana which has been assigned the
gth century A.G. Hence, Mataiga who was more or less a century
carlier than the writer of the Tamil work, ban be placed in the 428
century. This gives the date of N who was perhaps a century
eatlier than Matanga, as the third century A.C,

21. THE AnTIQUITY OF THE WORK. The AD is said to be
an abridgement of the BhA, of the exact nature of which we
practically know nothing. And besides his there is the Nandifvara-
sambiti which probably claims the AD, as one of its chaptese=t¥ence,
the work in the present state of our knowledge cannot be placed as
catly as the 300 A.C. the probable time for N.

Lack of sufficient materials has made the determination of the date
of the AD a very difficult problem. We shall, however, attempt to
give below our reasons for a tentative date on the basis of available
matetials. .

The lower limit to the date is to be had from the SR, a work
written about 1247 A.C.*®

There are passages common to the AD and the SR. The fact that
the SR mentioned the name of N as one of the authorities on samgita
gives one occasion to presume that Sdrngadeva the author of the SR,
knew works like the AD, Talabbinays-laksana, Talalaksans and
Bharatarnava ascribed to N, and quoted from some of them, chcc,'
in the present case, SR appears to be the botrower from the AD. The
opposite possibility seems to be non-existent on the following grounds:

It has been shown above that the treatment of gestures in the NS
is parually different from the AD and more elabotate, And the
treacment of these in the SR, is more or less in canformity with that

16 Preface (p. 3) of the Anandastama ed. of the SR,
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of the NS, though the former has made its classification more elaborate.
Thus in their treatment of gestures of AD and SR may be said to
have slight agreement. But SR in its treatment of Caris, Sthinas
(or Sthanakas) and Mandalas is quite different from the AD
which is less elaborate, or in other words, less dcvélopcd. In view of
these facts it does not appear probable that a work partially compiled
ffom a later treatise like the SR, will be passed off in the name of an
ancient master like N whom «&he author of the SR (Ch. L. 17), had to
recognize as one of the authorities.

To ascertain the upper limit to the date of the AD, is however a
comparatively difficult task. The only light which we may have in
this from the NS which also treats of gestures is its chapters VIII-XIL.
As waechave noticed before, the treatment of the gestures of head
and hand in the NS, bears some resemblance to that of the AD.
Now, what may be the reason of such a resemblance? An attempt
to answer this question suggests the three following alternatives:

1. the AD is indebted to the NS, or
2. the NS is indebted to the AD, or

3. these two works are indebted to a common source.

For convenience’ sake, let us discuss the first two of the alterna-
tives together. It appears, on the following grounds, that the AD has
not botrowed things from the NS.

(4) The classification of the gestures of hcac{ and hand in the
NS is more developed than that of the AD.

(b) Instances in which these gestures can be used are also more
numerous in the NS,

One, however, cannot be sure on this point. Thoug h the general
tendency of such things are towards development, it will be nothing
extraordinary if one assumes that the AD might be the abfldgment
of an over-elaborated treatise. Indeed there is a story that the AD is
an abridgment of the BhA the exact nature of which we do not kunow.
So there may be a chance that the AD might be the borrower in this
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case. But the BhA has been ascribed to N himself, and besides this,
thete exists some dissimilarity in the two works as regards the appli-
cation of the gestures which have substantially identical definitions.
Besides this, the two works at times follow separate traditions of their
own. (vide notes on sl. 15 and 35) Thase two facts taken together
make one highly sceptic about the existence of such a possibility. This
brings us to the second alternative, viz. the passibility of the 26
being ‘the botrower. The comparative elaboration of the classification
of head and hand gestures probably points to such a direcgion. The
difference in the application of the common gestures may again be
cited here to the detriment of this theory, Butone may explain away
this difficulty by suggesting that cthe NS being a later work improved
upon the things borrowed. This improvement can be noticed not only
in increase of the number and variety of gestures, but also in the
modification of application of certain gestures which such increase
entailed. Instances of such improvement made on things, borrowed
from 2atlier wotks, are not rate in the later Sanskrlt literature, For
example, the SR which is unquestionably a work later than the NS,
has closely followed the NS, in ics section on gestures, but at the same
time it has added to the number of gestures given in the latter work,
and has modified the uses of some of them. A study of the develop-
ment ot the number and variety of alamkiras will also reveal the same
fact. The four alamkaras of the NS, increased in some of the
latter-day treatises on Sanskrit poetics to almost four dozen. The
increase of the number of ndyakas which was four according to the
NS to sixteen in the Dafariipa, is also another fact of the same nature.

. The above explanation gives us room for presumption that the
source of the AD might be eatlier than the extanc NS, at least its
chaprers VIII and 1X. And it cannot be said thac there is no chance
of this NS being a borrower from the work of N, Indeed we have
something like an evidence of this borrowing of the NS, (from
Nandin’s work) in the shape of the colophon at the end of the Kavya-
mald edition of the NS, which reads as samdptatciyam (?) nandibba-
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ratasamgitapustakam. This colophon which has puzzled more than
one scholar*” may be said to record the tradition about the growth of
the extant redaction of the NS which possibly incorporated and ampli-
fied Nandikefvara’s original work as well as some earlier Natyalastra.
Buc as in the present state of our knowledge we do not know anything
about ecither the original work of N or the supposed earlier NS, the
piebability of AD and the N$ botrowing from a common soutce comes
to the foreground. )

Such being the case we cannot give any precise idea about the
upper limit to the date of the AD. But in spite of this, the work does
not seem to be quite recent. The treatment of the ten Avatiras of
Visnu made in the AD, probably points to this direction. In its enu-
meration of the Avatiras this work omits Buddha and gives Kgsna’s
name in his stead.  This ommission may be explained as an anti-
Buddhistic bias of the author. But considering the fact that the
Hindus raised Buddha to an Avatdra (incarnation) and respecsfully
mentioned him in works belonging to later ages, the theory of an anti-
Buddhisti¢ bias becomes weak, That the AD puts the name of Krsna
in the place of Buddha in its enumeration of the ten Avataras
allows one to presume that the work might have been written in an
age when Buddha was still outside the Hindu pantheon. The
Matsya-purina (47.247) and the Bhagavata-purina (1.3.24),"® men=
tion for the frst time Buddha as one of the ten Avataras of Visnu.
The lower limit to the date of the Matsyapurana is the sixth century,

"and the Bbagavatapurina is probably of a later date. Thus one

may be tempted to fix the upper limit to the date of the AD as the
fifth century of the Christian era. But as we do not have any

17 Some have taken this colophon together with chaptets (of the NS) on
gita and vddya only and not with the entire work. Probably due to a wrong
impression that samgita means only ‘music’ they did not venture to consct the
colophon with the whole of the NS.—a work on samgita which is mades up of
the three things: gits, vidya and nrtta,

18 Hemchandra Raychaudhury, Materials for the Study of the Early
History of the Vaishnava Sect, Calcutta, 1920, page, 105. '
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definite knowledge about the evolution of the Avatara theory chrough
different ages, it would not be worth while to make any such
statement.

Now, to sum up our investigation about the date of the AD, we
may say that the work surely existed at the beginning of the thirteenth
century, and it may have existed even a few centuries earlier. But
its existence (in the present form) before fifth century is doubef@l,
though the kernel of the work may*go back toa more remote
period still,



NANDIKESVARA’S
ABHINAYADARPANA

1. Saluation. We bow to the sastvika Siva whose @ngika is the
world, vicika is the entire languagc, and whose zbarya is the moon and
the stars etc.

2-7. Origin of Natys. In the beginning Brahman gave the
Nitya-veda to Bharata. Bharata together with groups of Gandharavas

1 This $loka of the AD has been taken by the author of the SR without
any ackpowledgement (VIL. 1). This work however recognizes Nandikeévara as
an authority on samgita which includes nrtys and abbinaya (8. 17, 21).
Besides the first §loka, SR takes from the AD others as well, These have been
pointed out in the Introduction § 16.

For meanings of sattvika, angika, vacika, and 2Zbiarya see 11-14. -

In this {loka Siva has been compared with an actor whose means of expres-
sion is gesture and posture as well as voice and costume, One aspect of
Hinduism sees in  him the Supreme Divinity who reveals himself through the
world, the human speech and the starry firmament. The conception of Siva as
a cosmic dancer and actor (Nata-raja) is often to be met with in Hinds literature
(cf. MG. p. 13). Two very beautiful examples of the same occur in Mudrarak-
sasa, 1, 2. and the Abhinava-bharati on N$. {(GOS) 1V, 260,

In the MG, mangala-sloka has been followed by a dialogue between Indra
and Nandikeévara (Indra-NandikeSvara-samvada) which does not occur in any
ms. of the AD used for this edition. The substance of this dialogue is as
follows: Once Indra met Nandikeévara and said that he intended to gain victory
over Natadekhara a Daitya dancer, and needed for this ,purpose authentic
knowledge of the art of dancing, Then Indra was advised to listen to the Bhara-
tarnava composed by Nandikeévara, in four thousand verses, This formidable
extent of the work frightened Indra who begged Nandike$vara to relate to him
the entire law of dancing in a more concise from. The latter took pit? on his
exalted student and revealed to him the AD which was an abridgment of the
Bharatarnava. The story is evidently a later creation. (For any possible relatzon‘
of the AD with the BhA, see Introduction § 15).

2-7 The MG omits this passage. The mythical account gven Bcrc .about
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and -Apsarasas petformed natys, nrtta and nriya before Siva. Then
Siva having remembered his own_ majestic performance (dance), caused
Bharata to be instructed in that [art] by his attendants (ganas). And
before this, on account of his love [to Bharata] he gave to the latter,
instructions in JZsys through Parvad. Knowing about tandava from
Tandu, sages spoke of it to mortals. Pirvati on the other hand instruc-
ted Usa, the daughter of Bina in lasya. The latter taught [the at]
to milk-maids of Dvaraki, and they taught this to women of Sau-
rastra who in their turn taughe this to womsn of other countries. In
this nanner this [art] was traditionally handed down, and has come to
stay in the world.

7-11.  Enlogy of Natya. Brahman collected themes of recitation,
abhinaya, vocal music and rsasas from the Rk, Yaju, Sima and
Atharva Vedas respectively, and made rules for this art ($@stra) which
granes dutiful life (dbarma), wealth (artha) and enjoyment (kima) as
well as liberation (moksa), and which promotes fame, self-confidence,
fortune and cleverness, and which gives rise to peace, patience, libera-
lity and pleasure, and does away with misery, affliction, sorrow and
despondency. This [art] is valued even more than the bliss which
persons meditating on Brahman (the Supreme Soul) experience. Other-
wise how could it captivate the heart of sages like Narada?

11-12. Variety of Dances (Nagana). Dance which has this four-
fold aspect [of abhinays] is of three kinds: natys, nrta and nytya,
according to sages like Bharata and others,

12-14. Occasions for Dance. Natya and nrtta should be
witnessed particularly at the time of a festival. Those who wish for

the origin and development of natys, mrita and nrtya agrees substantially
" with that given in the NS, IV. 5, 17.

7-1e cf. NS. L 17, 105, 107.

11-12° The MG omits 11b, The four items in 11b, refer to piybyc.
abbinaya, gita and rass mentioned in 8.

12-14 Compare the NS, IV, 262-263. '

The songs of Alha along with dance and sbbinaya are mlI found to be per-
formed in U,P. at the birth of children (I owe this information to Prof, Kshiti

-
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good luck should cause nstys to be performed on occasions like the
coronation celebrations of kings, a festival, a procession with an image
of a god, a marriage ceremony, reception of a friend, entryintoa [new]
town or house, and birth of ason ; for it (nr£y4) is auspicious.

15. Natya: Natys or Nataka which has some traditional story
> for its theme is an adorable [art].
Nrita; That [dance] which does not express States (bbaua)
by means of abbinaya, is called nrtta,

16 Nrtya: That (dance) which suggests Sentiments (rasa) and
States (bbava), is called nrtya. This dance is always fit to find a place
in the court of great kings.

17. Characteristics of 4 President (sabbapati). The President of
the audience should be wealthy, intelligent, discriminating, an expert

Mohan Sen of the Visvabharati). Only two generations ago Hindu women in
some parts of Bengal celebrated births and marriages by songs and dance which,
however, could be witnessed by all. This dance by ladies has now gone®out of
fashion, though gitls may still be found who dance during their vratas, but
recently attempts are being made to revive these old dances and introduce new
ones, In many parts of Western India, dance is still greatly in vogue—the
beautiful Garba dance of Gujarati women is a living art, and is well-known.
Dance as a domestic as well as religious institution still lingers over a great part
of India.
15 DPajyam means *adorable’ i.e, ‘worthy of admiration’. The distinction made
\/ by the AD between nrtta and nreya is not observed by the NS. This probably
shows that the two works follow two divergent traditions. From the MG we
learn that nreta “is that form of dance which is void of Sentiment (r4sa) and
State (bbava) (p. 4).

16 Inthe MG this is followed by a division into lisys and zandava, of
which “Lasya dancing is very sweet, and Tandava dancing is violent,”

17  Evidently the original of the MG reads this differently, and the read-
ing there secems to be corrupt (p. 15). The sabbapati means hete the President cf
the assembly of spectators. His functions are to make pronouncemeat of the

“metit of a performance of a play and to distribute rewards to the s#tradbara or
leader of the troupe of dancers and actors, For another definition of sabbzpati
see SR. VII. 1346-1350. It should be noted in this connexion that this honour
of presiding over an assembly of spectators was given to one, on merit only.

6
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in making awartds, versed in the lore of music, versatile,.celcbrated, .
having pleasing virtues, well-acquainted with gestures which express
desires and States, without enVy or malice, well-disposed to people,
possessed of rightful conduct, kind, patient, disciplined, well-versed in
arts and proficient in abbinaya.

18.  Characteristics of an Adviser (mantrin). The Advisers of ~
such a President, who speak in an intelligent and dignified manner,-are
well-off and have a desire for fame, understand States (bhava), are able
to distinguish beween merit and demerit, know the arts of love, are
upright and well-versed in polity, have a kind heart, are good scholars,
who are expert in distinguishing between different dialects, and possess
a poetic faculty—such Advisers shine [in the assembly].

19.- Cbharacter of the Audience (sabbz). The audience which
is as it were, the Wishing Tree (kalpa-vrksa) shines with the Vedas as
its branches, the Sistras as its fowers and the schelats as the bees
adorning it.

20-23. Arrangement of the Audience: A President of the
audience as described before should sit joyfully [in the hall] with his

18 The reading of the original of the MG seems to be different here, (see
p.15). The description of the mantrins is not found in any of the principal
works on samgita. This again may be said to show that the AD follows a
tradition which is diffetent from that of the rest (vide notéson 15). The funce
tions of the mantrins seem to be assisting the President. The need of an
expert for the appreciation of different dialects (i.e. Prakrits) probably points to
a time when the difference among them were not easily marked.

19 The MG adds to the character of the audience the following: “where
men of truth are found, shining with good qualities, famous for righteous con-
duct, honoured by kings, adorned by the Vedas; where the Vedanta is expoun-
ded; when distinguished by the sound of voice and lute (vina); possessing heroes
of reknown, ornamented by resplendent princes, shining with royal splendour”
(p. 15)~ This gives also the seven limbs of the audience as men of learning,
poets, elders, singers, buffons and those who are familar with history and my-
thology (p. t5),

20 The Srutikara, according to Prof. Kshiti Mohan Sen, is represented in
modetn times by the instrument called Tan-puri,



NANDIKESVARA'’S 43

face towards the east.  On his two sides should sit poets, advisers and
friends. Dance should be performed ip front of him. And the place
[of dance ] is called rariga (the stage). When the dancing gitl will be
in the rariga, a very good dancer (nata) should remain near her. On
her right side should stay two men with cymbals, and two [persons
with] mydangas (drum) should be on her two sides. A singer should
remain between the latter two, and the drone (5rutikara) should be
near at hand. In this order should a group of players sit at the begin-
ing of a.napya.

23-25. Characteristics of a Dancing Girl (patra). She should be
-slender-bodied, beautiful, young, with full round breasts, self-confident,
witty, pleasing, knowing well when to begin [a dance] and when
to stop, having large eyes, able to perform in accompaniment
of vocal and instrumental music, and to observe the proper
time-beats (tala), having splendid dresses and possessing a happy
countenance. A girl having all these qualifications is called a
dancer (patra).

26-27. Her Disqualifications. The ten kinds of women that
should be avoided in the ndtya arc: women with white specks in their
eyeballs, or women who have scanty hair, or have thick lips or pendant
breasts, or who are cither very fat or very thin, or are either very tall
or very short, or hunch-backed, or have no voice.

23-25 The word paira for a dancing girl is to be noted: itis foupd in
Medieval India (o Hindi) as patura and pasturiya, in the same sense. A dancing
girl must be beautiful; for according to SR the true dance relates to a beautiful
body, and dances other than this, are caricatures (VII, 1249). Next to her
personal beauty, a good make-up is necessary for a dancing girl. The NS,
speaks of the qualifications of the parra (XXVIL. 97-98). A description of the
patra occurs also in the SR (VII, 1241-1244), -

26-27 The MG evidently reads vefya natye vivarjitab (p.16). This is
obviously a misreading. The SR does not give any specific patra-doga, but
says that absence of gumas (qualities) is to be counted as doga of a patra. (see
VIL 1247).
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-27-28.  Essentials of 4 Dancing Girl. Agility, steadiness, rekha,
practice in bbramari movement, the glancing cye, endurance, memory.
devotion [to her art], [clear] speech, good s nging power, these ten are
the essential qualities of a dancing girl. Dance should be performed
by a dancing girl possessing these qualifications.

28-30.  Qualities of Bells, Tiny bells (kinkini) made of bronze
(kamsya) should have pleasant sound, and should be well-shaped, and
have stars as their [cutelacy] deities, and should remain cne ariguli
apart from one another. The dancing gitl should bind a humdred of
them or two hundred in each of her two fect with blue thread in
tight knots.

31. Introductory Benediction etc. Praising Ganapati the god of
mauraja (=drum) and the Sky, one should pray to the Earth. Then

27-28 Rekbi in this passage has a technical meaning, A definition of the
same occurs in the SR, VII. 1225. This word muay be translated as ‘harmony
of lints in adjusting limbs in dance’ or as ‘graceful lines of the figure,” For
bbramari see 289f. N

The above enumeration of the merit of the patra by the AD has been
described by the MG, as patrasya antab pranab (inner lives) which has been
supplemented by a quotation from some unknown source which desciibes
patrasyah babih pranab (outer lives), The outer lives of the patra are as follows:
“the drums, cymbals of a good tone, the flute, the chorus, the drone, the lute
(vina), the bells, and a male singer (gayana) of reknown.”

The definition of a dancer or actor (nata) given in the MG is as follows:
“Wise men say that the dancer (or actor) should be handsome, of sweet speech,
learned, capable;, eloquent, of good birth, learned in scriptures ($astras) of art
and science, of good voice, versed in song, instrumental music, and dancing,
self-confident, and of ready wit”’. Such an enumeration shows the scholastic
tendency in the later theorist, for the passage is surely from a late work
treating of abbinaya. This does not occur in the AD,

3t The MG omits this section as well as the three following §lokas on stuti
and pugpariiali, but curiously -enough describes in a passage quoted from else-
where the Vulgar dance as a dance begun without prayer etc., and opines that
those who witness the Vulgar dance will have no children and will be rebotn
in animals’ wombs (p. 17).

The paragmai-pada of the root rabb in this $loka and in Sloka 34, is a
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by means of various musical performances one should offer worship
[to these gods]. Again after many kinds of charming tunes have
been performed, the dancing girl should have the permission of her
preceptot for beginning to dress herself suitably.

32. Praise of the Goddess of Ranga. O Goddess of ranga, victory
to thee. Thou art the patron of the actor-class, the embodiment of
the joy accruing from States (bhavas) and Sentiments (rasss), youts is
the kala (art) that only can charm the whole wotld, victory to thee.

3384+ Offering of Flowers. Then to destroy evils, to protect
living creatures, to please gods, to bring edification to spectators,
welfare to the leader [of the naga-group], to protect the dancing girl
|herself] and to make the teaching of her preceptor fruicful, the
dancing girl should begin to offer flowers [to gods].

35-36. After finishing the piirva.raiga in this way, she should
perform the nytya. Her nytya and songs accompained by abbinaya

violation of grammatical rule, This may notbe explained as a signeof the
antiquity of the work, for writers of technical treatises naturally cared more
for the subject than the grammar and the style. And this violation of grammar
may also be due to the influence of Prakrit which the author of the work in all
likelihood spoke, The MG omits this passage (Prarthanadikam).

32 The MG omits this, It is curious that a goddess is invoked as the pre-
siding deity of the stage. .

The N$ simply mentions that gods should be bowed to (IV, 273) and enu-
merates them earlier (1L 23%.) This also may be interpreted as shewing that
the AD follows a tradition of its own.

33-34 The MG omits this. Offering of flowers (puspanijali) has been men-
tioned in the N§ too (IV. 272). All these formalities campulsory at the begin-
ning of a dance or drama show probably their original religious character. For
the root r2bb see notes on 31 above,

35 Dhanika in his vysti on Dhanafijaya’s Dafaripa (ed. Hall. p. 111.)
defines Piirvaranga,

According to Raghavabhatta 12 only among its 22 limbs are to hsg called
Pirvaranga proper. These 12 limbs are Utthapana, four kinds of Parivartana,
and the 7 patts of the Nandi such as Apakrstd Dhruva, Suskavarsta Dhruva,
Rangadvira, Cari, Mahic@ri, Trigata and Prarocani (vide. NS, V. 22£.)

Bbava (the expression of States by, means of gesture) as well as well as #ala
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should show States and conform to proper beats of time. *She should «
sing with her mouth, express the meaning [of the song] by [gestures
of] her hands, show States by her eyes, and beat time with her feet.
Where the hand goes, eyes also should go there, Where the eyes go
mind also should go there. Where the mind goes there the State
(bbava) should follow, and where there is the State, there the Sentiment *
(rasa) arises.

Four kinds of Abbinaya

38. It is said that sbbinaya is prepondcrant there i.é., in the
nrtya described before. Thete are four kinds of abbinaya: angika
(of limbs.) vacika (of speech), Gharya (of dress etc.) and sastvika,

39. Argika abbinaya is shown by means of limbs.
Vicika abbinaya bas a place with regard to kdvyas (pocms)
and natakas (dramas) which are made up of speech.

40. Angika abbinaya is the decoration of Lhc body by means ol
necklaces and armlets etc.

.

4o-41. Sattvika abbinaya is performed with sattvika emotions
by those who know how to represent them. Motionlessness, perspita-
tion, horripilation, change of voice, trembling, change of colour,
tears and fainting ate the eight sattviks conditions.

42. Angika is named as such because it is expressed In three
ways by ariga, pratyanga and wpanga.

42-43. Anga: The six, such as, head, hands, chest, sides

(beat of timc) was essential for the proper performance of dance, drama, and
songs in a drama. ‘

36-37 These two Slokas sum up one cardinal principle of thc Indsan dance
and abbinaya.

39 X the MG (p, 17) we have an etymology of the word sbbinaya (cf, NS,
VIIL, 5ff.) and after this it is stated that the AD is concerned with the aigika
abhinaya only.

40-41 MG omits this portion and the first half of 42,

43-43 MG has ‘armpits’ (kaksa) for ‘chest’ (vaksa), Perhaps on an analogy
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(fanks), waist (hips) and fect are called argas. Others include neck

also among these.
L ]

43-45. Pratyaiga. The six, such as, shoulder-blades, arms,
back, belly, thigh (calves) and shanks are called pratyangas. Others

add three more, such as, wrists, elbows and knees to this, and che
neck also.

45-49. Uparnga. Scholars called shoulder an upasiga, and eyes,
eyebrows, eyeballs, cheeks, nose, jaw, lips, teeth, tongue, chin and
face are-also called uparigas. Thus upangas in the head are twelve
in number. In other limbs there are besides these others, such as
heels, ankles, toes and fingers. I speak of these things according
to Sdstras (=rules of the art) which were extant before me., They ie.,
atigas, pratyangas and upingas are to be used in every dance. Their
description will be given in due order. But when an asiga (major
limb) moves, the prasyariga and upinga also move; hence all of them
are not described here in this work.

-

Head-gestures

49-50. Sama, Udvihita, Adhomukha, Alolita, Dhuta, Kampita,
Parivetea, Utksipta and Parivahita are the nine head-gestures named
by those well-versed in the rules of natya.

of the enumeration of six limbs in connexion with drama and dance, the six
accessoties the Vedic studies have been called sadasnga. For obvious reasons limbs
named in the two groups ate not identical.

The NS agrees with the AD in its enumeration of the sadanga (cf. NS,
VIIL, 13),

43-45 Apare means ‘other authorities’ which may be persons as well as
books; most probably both are meant here, The NS does not enumerate the
pratyangas though it mentions the word once in this connexion (Vide VIII, 12).

45 Upangas mentioned in the NS, VIII, 13, are only six. -

48-49 This plea for not defining all the different pratyangas and upangas is
good, and is in sharp contrast with the claborate of #pangas in the NS, (Vide
VIIL 37-171).

49-50 After treating of these head gestures the MG quotes a different
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.51, Sama (level): . The head when it is motionless but is not
bent or raised up is named Sama.

51-52, Uses: Sama head is used at the beginning of #rtys, in
sitting for prayers etc., in pride and feigned anger of love, stupefaction
and cessation from action.

52. Udvabita (raised-up): When the face is raised up, the head
is named Udvahita, '

53. Uses: In denoting a flag, the moon, the sky, a. mountain,
[bodies] moving in the sky or skywards, and very high objects, the
wise people use the Udvahita head.

54. Adbomukba (down-cast face): When the face is cast down,
the head is called Adhomukha.

54-55. Uses: In denoting bashfulness, grief, bowing, anxiety,
fainting, things placed below, and a plunge in water, this head
is used.

55-56. Alolita (rolling): When the head is moved round it is
called Alolica.

56. Uses: In denoting sleepiness, possession by an evil spirit,
intoxication, fainting, travelling, a wild and uncontrolled laughter, this
head is used.

treatment of them according to which they are twentyfour in number
(p- 19).

Though the MG fathers the above upon Bharaticirya, the N§ treats the
head-gesture differently (cf. VIIL 15-35).

51-52 The MG gives the uses of the Sama head as ‘Prayer, authoritative
speech, satisfaction, anger, indifference, or inaction’ (p. 18).

52 “The MG has ‘raising the head and keeping it stil’, (p. 18),

53 The MG has ‘dizziness, hesitation, laughter, etc.,” after “fainting.’
54-55 The MG has ‘regarding anything vile after ‘bowing’ (p. 18).
56 The MG has “dizziness, hesitation, laughter, etc,” after *faintness.’
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57. Dbuta (shaken sidewaysj: When the head is moved from
the left side to the right one and vice-perss, the head is called Dhata.

57-59. Uses: In denoting ‘It does-not-exist,” looking repeatedly
to sides, discouraging others, astonishment, sadness, unwillingness,
effect of cold and fever, fear, the first stage of drinking liquor, battle
effort, Eorbidding, revenge, glancing at one’s own limbs and calling
one from sides, this head is used by Bharata and others.

6o. Kampita (nodded): When the head s shaken up and down,
it is called Kampita.

60-61. Uses: To denote the offence taken, saying ‘Do stop’,

enquiry, hinting, calling from near, inviting the deities, and threaten-
ing, this head is used.

61. Paravrtea (turned-round): When the face is turned round,
the head is called Pardvytta.

62. Uses: In denoting the command ¢That should be d_pne’,

anger, shame, turning away the face, slighting, hair [or the head], and
a quiver, this head is used.

63. Uthkgipta (thrown-up): When the head is turned aside and
then raised up, it is called Utksipta.

64. Uses: To denote the command or tequest *Take this' of

‘Come’, the supporting of [something] and acceptance, this head is
used.

65. Parivabita (widely moved): When the head is moved from
from side to side like a chauri, the head is called Parivahita.

65. Uses: In denoting infatuation, yearning for the separated

57-59 The MG gives the uses'as looking ‘repeatedly at thing, condolence
with others, astonishment, dismay, indifference’, . preparing for battle, rejection,
impaticucc,,.,summoniug from both sides,,..SR assigns some of the uses®o the
Vidhuta and some to the Adhuta head. (cf, VIL 65, 57). .

62 The MG gives the uses as follows: *Saying “Do this”, aversion, modesty,
quiver, relaxing the features, slighting, hair, etc.’ Raghavabhatta quotes the AD
on the Parivptta head, (Nitnayasagara ed. p, 40).

7
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lover, uttering the praise of deity, satisfaction, approval and cogitation,
this head is used.

Glances

66-67. According to ancient masters, glances are eight in number
such as, Sama, Alokita, Saci, Pralokita, Nimilita, Ullokita, Anuvetta
and Avalokita,

67. Sama (level): The [straight] glance [without,moving the
eye-lashes], like that of a female divinity, is called Sama.

68. Uses: It is used to denote the beginning of a nagya, scale,
an effort to guess what another persons is thinking, surprise, and
the image of a god.

69. Alokita (keen glance): Gazing quickly wich open eyes is
called Alokica.

6g9-70. Uses: It is used to denote the turning of a potter’s
wheel, showing all sorts of objects, and begging.

70. Sici (sidelong): Looking out of the corner of the eyes
is called Sac according to those versed in the rules of the Natya.

71-72. Uses: Itis used to denote hinting, touching moustache,

making.a matk with an arrow, a _patrot, remembering, and beginning
of deeds.

72.  Pralokita (wide-glance) : Looking from side to side, is called
Pralokita.

66-67 The NS also describes cight glances, but differently (VIIL 101-105),
Evidently a different tradition has been followed there. ln addition to
the cight glances the MG gives from another source fortyfour kind of
glances (pp. 21-22),

68 The expression ‘thinking of some other persons’ seems to be the trans-
lation of a wrong reading for anyacintz-vinifcaye in the original of the MG.

69 The MG has this as “swiftly turning with keen glances’ (p. 21).

72 The MG has here ‘aiming arrow, hinting and Kulata nitya,’
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73 Uses: Itisused to denote things situated on both sxdcs,
excessive affection, moving, and 1dlocy

74-75- Nimilita (closed): Half-closed eyes make the Nimilica
glance.

74-75. Uses: It is used to denote a snake, being under another
man’s power, muttering [praycrfs etc.,] meditation, salutation, lunacy,
and keen observation.

75. Ullokita (looking up): Looking upwards is called Ullokita.

76." Uses: It is used to denote the top of a flag, a tower, the
heavenly orbs, previous birth, height and moon-light.

77. Anavrsta: Glancing quickly up and down is called Anuvrtta.
77+ Uses: Itisused to denote angry looks, and greeting of
friends.

78.  Avalokita (lookmg down): Looking downwards is called
Avalokita. )

78-79. Uses: It is used to denote looking at a shadow,
reflection, excercise, fatigue, study, looking at one’s own limbs.

Neck Movements

79-80. Neck Movements:  According to those who know of
States (bbava) there are four necks: Sundar\'i, Tiraécind, Parivartiti,
Prakampira.

8o. Sundari: When the neck is moved to and fro horizontally
it is called Sundari. ‘

81, Uses: It is used to denote the beginning of affection,
effort, in the sense of ‘completely,” width, and approval with pleasure.

82. Tirascina: The neck making an upward movement on
" both sides like the gliding of a snake, is called Tiradcind.

73 The MG has ‘making signs, moving and discordant mind,’
74-75 The MG has ‘the appearance of a sage (r57)’.

Besides these the MG gives six movements of brows as mentioned elsewhere.
81 The MG has *well-done” recollection, badinage, sympathctic pleasm‘c.’
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83, Uses: Itisused to denote excercise with a sword, and the _
gliding of a snake. -

83-84. Parivartiti: The neck moving from right to left like a
half-moon, is called Parivartita.

84-85. Uses: By those who know the natya-tanira, ic is used
to denote female dance (ldsys), and kissing two cheeks of the
beloved.

85-86. Prakampiti. The neck when it is moved backward and
forward like the movement of a she-pigeon’s neck, is called Prakampita.

86-87. Uses: It is used to denote saying ‘you and I, folk~dances,
swinging and the inarticulate murmurings, and the sound uttered by a
woman at the time of conjugal embrace (mapita).

Classification of Hands

- SingLeE Hanps

87-88. Now the characteristics of “hands will be describéd by me.
They are of two kinds: single and combined.

88-92. Single Hands: In the beginning the characteristics of
single hands will be told, They are twenty-cight in number: Patika,
Tripatika, Ardhapatika, Kartarimukha, Mayiira, Ardhacandra,
Arala, Sukatunda, Musti, Sikhara, Kapittha, Katakimukha, Stici,
Candrakala, Padmako$a, Sarpairas, Mrgasirsa, Simhamukha, Kifgula,
Alapadma, Catura, Bhramara, Hamsisya, Hamsapaksa, Sandaméa,
Mukula, Tamraciida and Tritla.

88-92. Patika (flag). The hand in which the thumb is bent to
touch the fingers, and the fingers are extended, is called Patdka,

94-100. Uses: T is used in the beginning of a natys and to
denote the clouds, a forest, forbidding things, bosom, might, a
river, region of gods, the horse, cutting, wind, lying down, atcempt

86-87 The MG has ‘counting’ (=ganite?) for manite,
87-88 The MG puts in after this, twelve lives of hands (bastapranab),
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at going, prowess, favour, moonlight, strong sunlight, forcing open
doors, meaning of seven casc—endings,‘wavc, entering a street, equality,
anointing the body of one’s ownself, taking an oath, silence, palmyra
leaf, shield, touching things, benediction, the ideal king, saying ‘such
and such a place’, the sea, succession of good deeds, addressing a
person, going forward, holding a sword, a month, a year, a rainy day,
and cleaning with broom.

100. Tripatika (a flag with three). When the ring-finger is bent
in a Pataka hand, it is called Tripataka.

1o1-102. Uses: Itis used to denote a crown, a tree, the vajra
(thunder bolt of Indra), and the bearer of vajra (Indra), the ketaki flower,
a lamp, raising flames, a pigeon, patterns drawn on the face or breast
(patralekba), an atrow, and turning round.

103. Ardhapataka (half-flag): If che little finger of the Tripataka
hand is bent down, it is called Ardhapataka.

103-304. Uses:, It is used to denote leaves, a board ot slab for
writing or painting, the bank of a river, saying ‘both’, a knife, a
banner, a tower, and a horn.

105. Kartarimukba:. 1f the fore-finger and the little finger of
the same hand (Ardhapataka) are outspread it is called Kartarimukha.

106-107. Uses: Itis used to denote the sparation of a man
and a woman, overturning ot opposit:ion, plundering, a corner of an
eye, death, estrangement, lightning, sleeping alone during separation,

falling and weeping.

108. Mayiira (peacock); When the ring-finger of the Karrari-

100 It is noteworthy that janintike (=aside) does not occur in the viniyoga
of the Tripatika hand, though the Daaripa refers to it (vide Ed. Hall, 1. 95).
ro1-102  The MG has ‘check’ (=kapola) for ‘pigeon’ (=kapota). © °
The MG gives additional definitions of hands from another work. The
author of this work invents the sage (rsi), race (vamia), colour (varna) and
the guardian deity (devata) etc., of the hands (pp. 27(f). We cannot ascertain -
what led him to give a Vedic colouring to these evidently extra-Vedic things.
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mukha hand is joined to the thumb, and other fingers are extended, it
is called the Mayiira hand.

10g-110. Uses: Itis used to denote the peacock’s neck, a
creeper, a bird, vomiting, removing hair, an ornamental mark on the
forehead (tilaka), scattering (agitating) river-water, discussing the
$astras, and a famous thing.

111. Ardbacandra (balf-moon): If the thumb of the Patika
hand is stretched out, the latter is called Ardhacandra.

112-113. Uses: It is used to denote the phase of the moon on
the eighth day of the dark fortnight, a hand seizing the throa, a spear,
consecrating an image, a dining plate, origin, waist, musing, one’s
ownself, meditation, prayers, touching limbs, and greeting by common
people.

114. Arala (benc):  When the fore-finger of the Pacika hand is
curved, the latter is called Arala,

114. Uses: Icis used to denote drinking poison, negtar etc.,
and violent wind.

115. Swkatunda (parrot’s head): Arila, when its third finger is
bent, is called Sukatunda.

115-116. Uses: It is used to denote the shooting of an arrow,
a spear, remembering one’s abode, saying of mystic things, and violent
mood.

116-117. Mugti (fist):  When the four fingers are bent into
the palm and the thumb is set on them, that hand is called Musti,

117-118. Uses: It is used tc denote steadfastness, grasping the
hair, holding things, and the fighting mood of wrestlers.

118. Sikbara (peak): 1E the Musti hand has its thumb, raised
up fc lrecomes Sikhara.

r1g-121. Uses: It isused to denote amour (o god of love), a
. bow, a pillar, certainty, making offering to manes, the upper lip, some-
thing entered, a tooth, questioning, the phallic symbol, saying *no’,
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recollection, near about abbinaya (?), pulling at the girdle, the act of
embrace, and sounding a bell. ..

121-122. Kapittha (lephant-apple): If in the Sikhara hand
the fore.finger is bent over the top of the thumb, it is  called Kapitcha.

122-124. Uses: Itis used to denote Laksmi, Sarasvati, holding
cymbals, milking cows, collyrium, holding flowers at the time of
dalliance, grasping the end of robes, gathering of cloth and offering
incense or light.

124-125. Kagakamukha (opening in a bracelet): The Kapittha
hand with the fore-finger and the middle finger applied to the thumb,
is called Katakimukha.

125-127. Uses: ltis used to denote picking flowers, holding
a peatl necklace or garland of flowers, drawing the middle of the bow,
offering betel leaves, preparing the paste of mask and sandal etc.
by rubbing them against something, applying perfumes to somcthmg,
speaking, and glancing.

127-128. Sidci: The Katakimukha hand with its fore-finger
raised is called Sicl.

128-131. Uses: lItis used to denote the number one, the
Supreme Soul (Para-brabma), one hundred, the sun, a city, the world,
saying ‘like that’ and ‘chat whicly’, in the sense of crowdless, threaten-
ing, growing thin, a rod, body, astonishment, a braid of hair, an
umbrella, capability, hairs, beating drum, the potter’s wheel, citcum-
ference of a wheel, consideration, and decline of the day.

132. Candrakali (digic of the moon): The Sici hand after
releasing the thumb is called Candrakala.

132-133. Uses: It is used to denote the moon, the face, the
span of the thumb forefinger and objects of that shape, the crown
of Siva, Gangd (the Ganges) and a cudgel. Rl

134. Padmakola (lotus-bud):  When the fingers are separated
and a litcle bent and the palm is also a little hollowed, the hand s
called Padmakosa.
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135-137. Uses: It is used to denote fruits, such as’the bel and
an elephant-apple, round breagts of a woman, a circular movement,
ball, cooking pot, taking meals, a flower-bud, mango, scattering
flowers, cluster of Aowets, japa flowers, bell, an ant-hill, a lotus and an
ng-

137. Sarpairsa (snake-hood):  When the tips of fingers in the

Patika hand are bent, it is called SarpaSirsa.

138-139. Uses: It is used to denote sandal paste, a snake, the
middle tone, sprinkling, nourishing, giving water to gods and sages,
the moving to and fro of the two kumbbas (the slight protuberances
of the head) of an elephant, and arms of wrestlers.

139. Mrgadirsa (deer-head):  When the thumb and the little

finger of the Sarpafirsa hand are extended it becomes Mrgasirsa.

140-142. Uses: It is used to denote women, cheek, a wheel,
limit, fear, quarrel, costume or dress, calling, tripundraka mark on
the forehead, a deer’s head, a lute, massage of the feet, getting of one’s

all, the female-organ, holding an umbrella, stepping, and calling the
beloved.

142-143. Simbamukha (lion-face): When tips of the middle
and the third finger are applied to the thumb and the rest of the
fingers are extended, the hand is called Simhamukha.

143-144. Uses: It is used to denote homa, a hare, an elephant,
waving kuia-grass, a lotus gatland, a lion’s face, preparations of
medicine by physicians, and rectification.

144. Kangula: The Padmakosa, when its third finger is curved,
becomes Kiangula.

145-146. Uses: lt is used to denote lakuca fruit, bells worn by
childran, any other bell, a partridge, a betelnut tree, a breast of a
young gitl, a white water-lily, the cataka bird and the cocoanut.

146. Alapadma, When fingers beginning from the little ﬁngcrv
are bent and separated from one another, the hand is called Alapadma.
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147-149. Uses: It is used to denote a full-blown lotus, elephant-
apple, circular movement, a breast,, separation from the beloved,
looking-glass, the full moon, beauty, the hair-knot, a moon-tower,

(turret) a village, height, anger, a lake, acart, a cakravzks, murmuring
sound, and praise.

149-150. Catura. When the thumb is placed at the foot of the
third finger and the fore-finger and adjoining two fingers are clinging
to each other and the little finger is outstretched, the hand is called
Catura,” .

150-152. Uses: It is used to denote musk, a licele, gold, copper,
iron, wet, sorrow, aesthetic pleasure, an eye, difference of castes, proof,
sweetness, slow gait, breaking to pieces, face, oil and ghee.

152-153. Bbramara (bec). When the thumb and the middle
finger touch each other and the fore-finger is curved and the remaining
fingers are outstretched, the hand is called Bhramara.

153-154. Uses: Itis used to denote a bee, a parrot, a wing, a
crane, a cuckoo, and similar birds.

154-155. Hamsisya (swan-beak). If the thumb and the fore-
finger touch each other and the remaining fingers are outstretched the
hand is called Hamsasya.

155-157. Uses: Blessing or festival, the tying with thread,
ascertaining instruction, horripilation, peatls, putting forward the
wick of a lamp, a touchstone, a jasmine, a painting, the act of paint-
ing, and a dyke impeding a current,

157-158. Hamsapaksa (swan-wing). If the litcle finger of the
Sarpa$irsa hand is outstretched, the hand is called a2 Hamsapaksa.

158-159. Uses: It is used to denote the number six, cons-
eruction of a bridge, putting nail-matks, and covering or sheaths <

159-160. Sandamia (pincers). lf the fingers of Padmakofa
ate brought close to one another and drawn apart from one another in
quick succession, the hand is called Sandamsa.

8
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.160-161. Uses: It isused to denote the belly, presentation of
an offering to deities, wound, «a worm, great fear, worship, and the
number five.

161-162. Mpukala (blossom). If the five fingers of a hand meet
together, the hand is called Mukula.

162-163. Uses: Itis used to denote a water-lily, eating, the
god of love [with his five arrows], holding of a signet or seal, the navel
and a plantain flower.

163. Tamracida (cock). If the fore-finger of the *Mukula is
curved the Tamraciida hand will result.

164. Uses: Itis used to denote a cock, a crane, a crow, a camel,

a calf and a pen.

165. Trifala (trident). If the thumb and the lictle finger are
curved, the hand is called Tri$ala.

165. Uses: It is used to denote a belleaf, and the idea of
Trinity. .

166. Vyaghra (tiger). 1f the lictle finger and the thumb are
bent in the Mrgafirsa hand, the Vyaghra hand will be the result.

167. Uses. It is used to denote a tiger, a frog, a monkey and
a mother of pearl. :

167. Ardbasici. 1f the thumb is moved above in the Kapittha
hand, the result will be the Ardhasfici hand.

168. Uses: lt is used to denote a sprout, young ones of a bird,
and big worms.

168-169. Kataka, 1f the middle finger and the third finger are
joined together the result is the Kataka hand.

169-170. Uses: I is used to denote calling and moving.

®6G This hand and the three following ones (167, 168, 169) have not been
enumerated in the list of single hands (59-62). The MG omits this hand,
and mentions two mote single hands such as WUrpanibha and Bana.

168-170 The lacunae in the text have been suggested by the editor. The
mss. do not show them,
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170. Palli, If in the Mayiira hand the middle finger is put on
the back of the fore-finger, the Palli hapd will be the result.

171. Uses: ltis used to denote a village or a hut.

171-172. These (single hands) will [also] form combined hands
according to exigencies of abbinaya. Their ways (characteristics)
with reference to their objects will be shown in due order.

ComMmBINED HaNDs

172:17’5. According to older teachers including Bharata and
others, the combined hands are twenty-three in number. They are:
Afijali, Kapota, Karkata, Svastika, Dola, Puspaputa, Utsanga, Sivalifiga,
Katakdvardhana, Kartarisvastika, Sakata, Sankha, Cakra, Samputa,

Pasa, Kilaka, Matsya, Kiirma, Vardha Garuda, Nagabandha, Khatva
and Bherunda.

176.  dfjali. If two Patika hands join the palms it is called
Agjali.

176-177. Uses: Itis to be held on the head, face and bosom
respectively in the salutation of a deity, a preceptor and a Vipra
(Brahmana).

172-175 In this connexion the MG gives the following: ‘When two single
hands are combined that is a combined hand. Even though the origin and
meaning remain the same the patron deity always differs’, But the origin cnd
the patron deity have been mentioned only in the case of following hands:
Afijali, Kapota, Karkata, Dola, Puspaputa, Utsanga and Katakdvardhana. In-
stead of twenty-three, the MG gives twenty-four Samyuta hands. The one
additional hand here is called Avahittha which is two Alapadma hands held on
breasts, ‘Erotic dance (§r#agara-natans) holding a playball, and the breasts are
its viniyoga (uses)’,

The MG gives twenty-seven combined hands from another book,

None of these names except Svastika is to be found in the list given in the
present text. The MG which is never tired of quoting gives a third list of
(twenty.seven) Samyuta hands (p, 43). Names and descriptions of these hands
in many cases correspond to those mentioned above.
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.177. Kapotsa. Afjali becomes Kapota when the two [Pataka] .
hands meet only at their base, gide and end.

178. Uses: Itisto be used in salutation, addressing a pre-
ceptor, respectful acceptance or agreement.

178-179. Karkata. When the fingers of one hand are run
through the opening between fingers of the other, and the fingers re-
main either inside (towards the palm) or outside (on the back of the

hand) the hand is called Karkata.

>
L

179-180. Uses: It is used to denote the coming of a multitude,
showing the belly, filling the conch-shell with wind, twisting or stretch-
ing of limbs and pulling a branch down.

180-181. Svastika. When two Patdka hands are put across cach
other at their wrist, they form the Svastika hand.

181, Use: It is used to denote a crocodile (makara).

181. Doli. When the Pataka hands are placed onethe thigh
the Doli hand is formed.

182. Use: It is used at the beginning of natya.

182. Puspaputa. When two Sarpairsa hands mect on one side
they form the Puspaputa hand.

183, Uses: It is used in waving lights before an image of a god,
as an act of adoration, taking of water, fruit etc. giving offerings ro
gods, evening, and a flower invested with magical power.

184. Utsanga. If hands showing MrgaSirsa are placed on the
upper arm of opposite hands the Utsafiga hand is made.

185. Uses: It is used to denote embrace, displaying armlets and
such other ornaments, and coaching of boys.
o~y

186. Sivalinga. When Ardhacandra is held by the left hand
and Sikhara by the right, the Sivalifiga hand is made.
186, Use: Itis used in showing the phallic symbol.



NANDIKESVARA'S 61

187. Katakivardbana. When a Svastika is made by placing two
Katakamukha hands at their wrist, it is. called Katakivardhana. )

188. Uses: It is used in coronation, worshipping, and marriage
etc.

188. Kartarisvastika. When a Svastika is made by two Karrari
hands [placed at their wrist] it is called Kartarisvastika.

189. Uses: It is used to denote branches, hill tops, and trees.

189. Sakata. When the middle finger of the Bhramara hands is
stretched it"becomes Sakata hand.

1go. Use: This hand is often used in playing in the role of a
Raksasa (demon),

16o-191. Sankba. When thumb of a Sikhara hand meets the
other thumb and is clung round by the fore-finger [close to the latter
thumb] the hand is called Sankha.

191. Uses : Itisused to denote conch-shell and such other things.

192. * Cakra. When the palms in Ardhacandra hands arc. put
across each other they make Cakra hand.

192, Uses: It is to denote a cakra (wheel).

193. Samputa. When the fingers in Cakra hands are curved,
it is called the Samputa hand.

193. Uses: It is used for covering things and in representing a.
box.

194. Pasa. When the fore-fingers of Stici hands are close to
each other [bent inwards], the hand is called Pasa.

194. Uses: It is used to denote a mutual quarrel, a string and a
chain.

195. *Kilaka. When the little fingers of the Mrgasirsa hands are
bent inwards and close to each other, the hand is called Kilaka.,

195. Uses: It is used to denote affection and 2 jocose talk.

187 The SR mentions this as the Kbatakavardbamana.
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196. Matsya. When one hand is placed on the back of another
and the two thumbs are out—stre'tchcd, the hand is called Matsya.
197. Use: Itisused to denote a fish.

197. Kirma. When the tips of thumbs and lictle fingers of the
Cakra hands are bent, it is called the Kiirma hand.

198. Use: It is used to denote a tortoise.

198. Variba, When one Mrgafirsa is placed above another and

the thumb of the one hand meets that of the other and wce versa, the
hand is called Varzha.

199. Use: It is used to denote a boar.

200. Garuda. When palms of two Ardhacandra hands ate placed
horizontally with the two thumbs placed on cach other, the hand is

called Garuda.
200. Use: It is used to denote Garuda.

~ gor. Naigabandba. The Sarpafirsa and the Svastika hands placed
together will make the Nagabandha hand. .

201. Use: It is used to denote the Nagabandha.

202. Kbapvi. Placing one Catura hand on another Catura hand

with the fore-finger and and thumb of each released, will make the
Khatva hand.

202, Uses: It is used to denote a bedstead and a liteer.

203. Bberunds. When the two Kapittha hands are joined at
their wrists, the Bherunda hand will result.

203. Uses: It is used to denote the Bherunda, and a pair of birds.

Hands for Deities

204. Now the hands which are prescribed for the dramatic re-
pregsgtation and the sculptural construction of deities are being
described in the following order:

203 A fabulous being named Bherunda is sometimes met with in the Bengali
folk-lore.



NANDIKESVARA’S 63

205. Brabman: Brahman is to hold Catura with his left hand,
Hamsasya with his right one.

205. Siva: Siva is to hold Mrgafirsa with his lefc hand and
Tripatika with the right one.

206. Vispu: Visnu is to hold Tripataka with both his hands.

206-207. Sarasvati: Sarasvati is to hold Siici with her right

hand and Kapittha with the left one raised on a level with the
shouldegs.

207-208. Parvati ; Parvati is to hold Ardhacandra with the
right hand held up, and Ardhacandra should be held by the left
hand also, but it should be held down. The two hands should
be in Abbaya (fear-dispelling) and Varads (giving a boon) poses

respectively.

208. Laksmi: Laksmi is to hold Kapittha hands near about
her shoulders.

209. » Ganesa: Ganefais to hold Kapittha hands placed on his
thighs.

209-210. Kartikeya; Kartikeya is to hold Trisila with his
left hand and Sikhara with the right one held up.

210-211. Manmatha : Manmatha is to hold Sikhara with his
left hand and the Katakamukha with the right one.

211, Indra: Indra is to hold Tripataka and Svastika in his
two hands.

212, Agni: Agni isto hold Tripataka with his righc hand
and Kiangula with the lefc one.

213. Yama: Yama isto hold Pasa with his left hand and
Sici with che right one.

213. Nirpti: Nirgtd is to hold Khatvd and Sakata with basstwo
hands. ‘

205 The MG mentions ‘Siva’ as ‘Sambhu’,
209 The MG mentions ‘Ganesa’ as Vighnesvara,’
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. 214. Varuna: Varunais to hold Pataka with his lefc hand «
and Sikhara with the right one.
214-215. Vayu: Viyuisto hold Ardla with his right hand
and Ardhapatika with the lefc one.
215. Kuvera: Kuvera is to hold Padma (lotus) with the lefe
hand and the Gada (mace) with the righe one.

Hands for the Ten Avatiras

216. Matsya: Show the Matsya hands on the same level with
the shoulders. This is called the hands of the Matsya-Avatira.

217. Karma: Show the Kiirma hands on the same level with
the shoulders. This is called the hands of the Kiirma-Avatira.

218. Variba: Show the Varaha hands on a level with the waist
and keep them on the sides. This is called the hands of the god
Adivaraha.

219. Nysimba: Hold Simhamukba with the lefc band and
Tripatika with the right one.  This is called the hands of Narasimha.

220. Vamana: If the lefc hand holds Musti up and the
right hand also holds Musti but downwards, the resule will be
Vimana’s hands.

221. DParaburima: If left hand is placed in the waist and the
Ardhapatika is held by the right hand, the resule will be
. ParaSurima’s hands.

222. Ramacandra: 1f Kapittha 1s held by the right hand
and Sikhara by the lefc one, the result will be Rimacandra’s hands.

223. Balarima: 1f Pacika is held by the right hand and the
Musti by the left one, the result will be Balarima’s hands,

?24. Krsna: IE the Mrgafirsa hands facing each other are held
near the face, the result will be Krgna’s hands.
225. Kalki: If Patdka is held by the right hand and the
Tripataka by the left one, the resule will be Kalki’s hands,
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Miscellaneous Hands

226. Riksasa: 1f the Sakata Imnds are held at the mouth the
result will be the hands of a Raksasa.

226-227. Bribmana: When Sikhara is held by two hands
and the right hand is held horizontally to indicate the sacred thread,
the result is the Brahmana hands.

227-228. Ksatriya: It the Sikhara is held horizontally by the
lefc hand and Pataka is held by the right one, the result 1s-the
Kgatriya; hands.

228-229. Vaifya: If the Hamsasya is held by the lefc hand and
Katakamukha by the right, the result will be the Vaisya hands.

229-230. Siadra: If Sikhara is held by the lefc hand and the
the Mygaéirsa by the right one, the resulc will be the Sadra hands.

230-231. In a similar manner there will be hands named after
the eighteen castes according to their profession. Hands of ~the
inhabitants of different countries are also to be understood by the
wise people in a similar manner.

231-232. Husband and Wife: It Sikhara is held by the lefe
hand and the MrgaSirsa by the right one, the result will be the hands
of a matried couple.

232-233. Mother: If Ardhacandra is held by the lefc hand, and
Sandamsa by the right one, and the lefe hand is turned round over the
belly, the resulc will be the mother hands.

233. Use: It is used to denote a mother and a virgin,

234-235. Father: If the right hand of the mother hands holds
Sikhara, the resulc will be the father hands.

235. Uses: It is used to denote a father and a son-in-law.
236-237. Mother-in-law: 1f Hamsisya is held by che TFight
hand at the throat, and Sandamsa is held by the right one, and the

left hand is afterwards rubbed round the belly, the resule will be the
mother-in-law hands.
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237-238. Fatherin-law: 1 in the right hand of the mother-in-
law hands, Sikbara is held, the cesult is the father-in-law hands.

238-239. Husband’s Brother: 1f Sikhara is held by the
lefc hand and Kartarimukha is held by the right one, and the hands
are placed on sides, the result is the hands of the husband’s brother.

239-240. Husband’s Sister: If ac the end of the preceding
hand the right hand shows the gesture indicating a woman (i.e., the
Mrgasirsa), the result will be the hands of the husband’s sister.

240-241. Elder and Younger Brothers: 1f the Mayiira hands
are shown in the front and on the two sides, the result will be the
hands of the elder and of the younger brothet.

241-242. Son: Ifone holds the Sandamsa on the belly and
moves it afterwards and holds the Sikhara by his left hand, the
son’s hands result,

242-243. Daughter-in-law: 1f after showing the son’s hands one
shows with the right hand the gesture expressing a woman (i’ e., Mrga-
§irsa), then the result will be the daughter-in-law’s hands.

243-244. Co-wife : If one shows the gesture for a woman (1. e.,
Mirgaéirsa) with both the hands after showing the Pasa hand, then the
co-wife’s hands are made.

Hands in Nrtta
344-247. The movements of Nytta-hastas is of five kinds. They

are known to be movements upwards, downwards, on the right, on the
left and in the front. The moving of hands should be in the manner
of that of the feet. The left one (foot or hand) should be on the
lefc and the right one on the right. This is noticed by those wha
know the rules of nrita. (For 247 see the translation of the
vefSe 28.)

248-249. The thirteen hands such as Patdka, Svastika, Dol
Afjali, Katakdvardhana, Sakata, a$a, Kilaka, Kapittha, Sikhara,
Kiirma, Hamsasya and Alapadma are fic to be used in Nrtta.
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Hands for Planets .
250. The Sun: If Alapadma -and Kapittha are shown by

two hands near about the throat, the Sun’s hands are formed.

251. The Moon: If Alapadma is shown by the left hand and
Pataka by the right one, hands produced are called that of the Moon.

252. Mars: If Sici is shown by the left hand and Musti
by the right one, Mars’s hands are produced.

253. Mercury: If Musti is horizontally held by the left hand
and Pataka,by che right one, then Mercury’s hands are produced.

254. Japiter: Showing Sikhara to indicate the sacred thread
will make the hands of a Ryi or Brahmin as well as that of Jupiter,

255. Venus: To hold Musti with both hands and to keep the
lefe hand high up and the right one down, will make Venus’s hands.

256. Saturn: To show Sikhara with the left hand and Triéila
with the right one, is to make Saturn’s hands.

- 257. Ribu: To show SarpaSirsa with the left hand _and

Stci with ghe right, is to make the hands of Rahu.

258. Ketu: To show Stici with the lefc hand and Pataka
with the right, is to make the hands of Ketu.

Feet in Dance

259-260. Feet in different positions and with different move-
ments will be described in accordance with the old tradition. These
[positions and movements] give rise to Mandala (posture), Utplavana
(leaping movement or jumping), Bhramari (flight movement) and
Padacari or Cari (galc) Thcxr deﬁmtlons are to follow.

Standing Postures (Mandala)

260-261. There are ten standing postures: Sthinka (simple
standing), Ayata, Alidha, Pratyalidha, Prefkhana, Prerita, Sva"s"uka,
Motita, Samastici, and Par$vasici.

262. Sthanaka: Standing with Samapada feet in the same line
and touching the hip with Ardhacandra hands, will be Sthanaka.
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263. dyata: Standing with two feet half a cubic apart from -
each other in a Caturasta posture and at the same time bending knees
a little apart and placing one of them upon the other, will give rise to
the Ayata posture.

264-265. Alidha: Place the lefc foot before the right one at a
distance of one cubit and a half, make Sikhara with the left hand
and Katakimukha with the right one ; this, according to Bharata and
others, will give rise to the Alidha posture.

266. Pratyalidha: If hands and feet are intcrchax.lgcd in the
Alidha posture, it will be called Pratyalidha.

266-267. Prenkbana: Putting one foot by the side of another
heel and having Kiirma hands, will give rise to the Preakhana posture.

267-269. Prerita: Putting one foot violently [on the earth] at
a distance of one cubit and a half from another and standing with
knees bent and one of them put across another and holding the Sikhara
hand in the breast and showing the Patika hand stretched out, will give
tise to the Prerita posture.

269-271. Svastika: The right foot should be put across the left
foot, and the right hand should be put across the lefc hand ; chus will
be the Svastika posture.

271-272. Motita: Rest on the earth with the forepart (toes) of
the feet and touch the ecarth with each knec alternately and make
Tripataka with both the hands ; this will give rise to the Motita
posture.

272. Samasici: A posture in which the earth is touched with
toes and knees is called Samasiici.

273. Parfvasici: A posture in which the earth is touched with
toem=ad by one knee on one side, is called Pacévasiici.

Varieties of Resting Postures (Sthanaka)

274-275. Resting postures arc of six kinds according to che
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placing of feet. They are Samapada, Ekapada, Nagabandha, Aindra,
Garuda and Brihma. ’
*275.  Samapada : Standing with two feet alike is called Samapada.
276. Uses: Itis used in offering flowers [to gods] and playing
in the role of gods.

276. Ekapida: Standing with one foot and laying the other
across the knee of that foot will give the Ekapada position.

277. Uses: Itis used to denote motionlessness and the practice
of penance (tapasya).

277-278. Nagabandba: Standing like a serpent intertwining
two feet and two hands together will give the Nagabandha posture.

278. Use: It is used in showing the Nagabandha.

278-279. Aindra: Standing with one leg bent and the other leg

and knee raised and hands hanging naturally, will give rise to Aindra
posture. Uses: It is used in suggesting Indra and a king.

280-281. Garuda: If in the Alidha posture one knee is pu”c on
the ground and the two hands jointly show the gesture (?) it will be
the Garuda posture. "Use: It is used to denote Garuda.

281-282. Bribma : Sitting with one foot on one knee and
another foot on another knee will give rise to Brahma posture.

282. Uses : Itisused to denote japs (repeated muttering of
prayets) and similar matters.

Different Kinds of Leaps (Utplavana)

282-283. Now, the definition of various leaps will be given.
They are of five kinds: Alaga, Kartari, Aéva, Motita and Krpilaga.

284. Alaga: Leaping with both the feet and placing Sikhara
hand on the hip, at the same time, will be Alaga. .

285-286. Kartari: Leaping on toes with Kartari hands held
behind the left foot, and holding on one’s waist a downward Sikhara
hand at the same time, will be Kartari jump.
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286 287. Asva: First, leap on two feet and then place them |
togéchcr, and make Tripataka with both the hands. This will be Adva
jump.

287-288. Motita: Leaping on both sides alcernately like a
Kartari, will be Motita jump.

288-289. Krpalaga: By heels of both the feet alternately touch
the hip and keep Ardhacandra hands between the two, This will
make Kgpilaga..

”
-

Various Flights (Bhramari)

289-291. Here, we shall describe various flights [in a dance],
According to persons versed in the Natys$dstra they are seven:
Utpluta, Cakra, Garuda, Ekapada, Kuficita, Akasa and Anga.

292. Utpluta: If a person moves round his entire body from a
Samapida posture, he is said to perform the U:pluta bhramari.

293. Cakra: IE keeping feet on the earth and catrying Tripatdka
hands, one moves round rapidly one then performs Cakra bhramari,

294. Garuda: Stretch one foot across another and put the knee

on the earth and then move about rapidly with outstretched arms.
This will be the Garyda bhramari.

295. Ekapada: Moving round alternately on one foot will be
the Ekapada bhramari.

296, Kuficita: Moving round with knees bent will be the
Kufcita bhramari.

296-297. Akasa: If one moves round his entite body after making
his fully stretched feet wide apart in a jump, he will make the Aka$a
bhramati.

' 297-298. dnga: If one leaps with feet half a cubit apart and
thci:cops, he petforms the Aﬁga bhramari.

Different Gaits
298-300. Now the definition of various Ciris will be told by me.
According to persons who know Bharata’s works well they are eight:



NANDIKESVARA "

Calana, Cankramana, Sarana, Vegini, Kuttana, Luthita, Lolita, and
Visama,

301. Calana (walking): Advancing a foot from its natural place

will be Calana (walking).

301-302. Cuaskramana (making a leap): Persons well-versed in
natya say that a gait made by two feet carefully raised up and thrown
sideways alternately, is called Cankramana (making a leap).

302:303. Sarapa (moving): Moving like a leech that is covering
ground, by joining one heel with another [at each step] and holding

at the same time Patdka hands, is called Sarana (moving).

304-305. Vegini (running) : If a nata walks swiftly on his heels
or tees or by his entire sole, and holds Alapadma and Tripatadka hands
alternately, he is said to go with Vegini (running) gait.

305-306. Kuttana (pounding): The striking of the earth with

the heel or the fore-part of a foot or the entire sole, is called Kuttana.

306. *Luthita (rolling): Performing Kuttana from the Svastika
posture, is called Luthita (rolling).

307. Lolita (trembling): Slowly moving a foot which has not
touched the earth after performing Kuttana as described before, is

called Lolita (trembling),

308  Visama (rough): Setting the left foot to the right of the
right one, and the right foot to the left of the left one alternately at
the time of walking, is called Visama (rough) gait.

Different Kinds of Stepping

309-310. The different kinds of stepping with their definitions
will be told gradually. These are ten in number: Goose-step, Peacock-
step, Deer-step, Elephant-step, Lion-step, Snake-step, Frog-step, Hcroxc-
step and Human-step.

311-312. Goose-step: Placmg slowly one foot after another at a
distance of half a cubit and bcndlng on two sides alternately and
carrying Tripatdka with both hands, will be stepping like a goose.
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-312-313. Peacock-step: To stand on toes and to catry Kapittha *
in both the hands and to move both the knees alternately will be
making Peacock-steps.

313-314. Deer-step: Running forward or sideways like a deer
with Tripataka on both the hands will be called Deer-step.

314-315. Elephant-step: To walk slowly with Samapida feet
with hands holding Patika on both sides is to have Elephant-step.

315-316. Horse-step: To raise the righc foot and jumpein quick
succession and to hold Sikhara with che left hand and Patika with
the right [hand] will be the Horse-step.

317. Lion-step: First stand on toes and chen jump forward
swiftly and proceed in this manner with Sikhara held in both the
hands. This will be the Lion-step.

318. Snakestep: 1f one holds Tripatika with both hands
and. on both sides and walks as before, he is said to move like a snake.

319. Frog-step: 1f one holds Sikhata wich both hands and
steps almost like a lion, he is said to go with Frog-steps.

320, Heroic step: Coming from a distance holding Sikhara
with the left hand and Pataka with the right one, will be called the
Heroic step.

321-322. - Human step : When one goes round in quick suc-
cession and puts the lefc hand on the waist, holds Katakdmukha
with the right one, he is said to move with Human steps.

323-324. Mandalas, Utplavanas, Bhramaris, Céris, Gatis accord-
ing to their relation to one another are endless in number and variety.
Uses of these in dance and drama ate to be learnt from the Sastras,
tradition, and through the favour of wise people,

pr——

THE END
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N. B. Numerals refer to the serial numbers of the $lokas in the

Text; and (i) and (ii) indicate respectively the 1st and the 2nd halves
of the $lokas.

V. og for 8 ; M. qera for & ga:
M. @ for gre"; V. ﬂ*ﬁﬂ%ﬁm} wq:, M. azq for mq:

Vigu 3¢ owiRg sgea; VM. sdgsd s M. &

sgH@dl g, V. 97 T 9@ g

M. ggar = aIgrsear

VM. g1 g JRET

For 6(ii) S. reads arfarg fafqar ait mersmagreasT:
VM. ga: q@qq for od quwaU

V.qd wfd M. qd arfaed 5 S, sifemar e, V. i @d
doar; M. sid @O suw s S. v for gge:; S sadREwA-

fig and M. gidqeq, wafig for FATRa@fg
V. srrperdved 7, M. srrerdiggadamam
M. gy wfEg 5 S. AL for wag

V. g =g ... .. # for gaugfadd aed
VM. ax for @a ; VM. daemrat

S. agrge for gwifafie: ; S, wwed for wraed
M. ga 3699 for g Tu%

VM, ga=gafirg qegamt

A yra for g 3 M. oRgTe: SO ; V. TOEMESTEAGY 5

TG W TGRS G GRS a9y

M. gawar for gFaa

A'A? gumeTar 3k 35 Al sifaaq, A® mifd for sitfa:
M. sregargenagat ; VA? adgs for aieL

Mss. wrgead for or 9570 ; M. wasfad

A2
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22 A’ qdge; il SRQ o TEEE |

qa*d e afestagi=s
- Fe} e

23 A? e waEE!

24 A? dgarangerfan

25 M. quzhgt ; VM. sgeqgavgsr ; A? agdifeda for agatfear

27 VA? 3wy mia fyafsan: for quian: meg afSar: ,  Mss, sfta:_ferged

28  Mss. ga wira: for g4t Mg 3 M. 3¢ &3 for 34 3;115: ’

29 Mss. gwa aga for guat aga 3 M. fafgat sta

31 Mss agfirg for agfaat ; V. wragd sivdaraia

32 V.sg w9 § wifada

33 V. ged aift wgarrg ; M- g =nfy evmat = fngad

34 V. arwarg 3 M. gasfaaaraiy,

35 M. 3d s@ ; Mss. 7ol sfrar

36 MA® sgaraeads g ; A° gedardfigaay ; A figgeat Eur g,
A? qremredia ; A* qrareadd, and A arafrgan for arawRa

37 A @ garEd; A' ga: wan for adr wiar

38 M. grfed o’ 4

39 M. aguifimar; S. FarfFrAsAafia 7%, M. adds to this the
following gy gudtat afadd siqda;  S. wgdA for wmawsr 3
VM, faifys for frmfag

42 Mss. swgr for @7 5 S, ard for qrEd’

43 P. wemifa for wemfi ; SP. ewearyeued for u%arm% SP s far
fag sy arg

44 P. sfemmgeadt; P. qwardtfy for 0T ; P way, for wwy:

45 Vdier srdmweg ; M. starenfrdaweg, V. e gzer, P
we miRshE: -

51 Mss. quegafaafian
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M. wraafufimre , MV. Sageud samg
V. sy, for mriy
M. gz for g=nan
VM. s@mam@, M. ar fawrx for 7 famry
M. & for d ; M. fdd qrad
V. dftagad: for dedivgaa:
S. wUgagftay
\ mfﬁ' s M. aRegrq, for THRTAY
A' s for mrmitfeg
V. @ifed gerdaa, M. fifqd: geardat ; A, @ for qraes
M. =reagfu=ar fafd
M. wagrenpr
MV. ggmt for arwmmat; VM. qmamam;  A'A? sgd
for awe
V. wewt fox st 3 ATA® greft afes frgee for el =t frdgra
AA? mgar for w@d
M. g3 for fdg ; Al 9 94T and M. anggsy for sdfd
M. esmiRd ; for medt ; M. qeagy, Al qREd for qaEd ; MA'A?
wgeara 5 V. aresd for anerd :
M. §apatediem A' §agemamadse, VM fifiag for
[EriE .
M. sigafafadqus for wgmafrias
VA'A? a7 3 = vaa
V., @wtEd ard, V. aar 7 af@fi for ady qfafiar
MA?® qaad for gar 7, V. fasd, A* fe) for fregd
M. aredgdssqsad = afaar ; V. serg for far
A’ gglt 5y
V. afcgea® for gagr
17
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91

92

93

94
95

TRFARTTH

M. srarafea for arera=a 3 A® fastar for setsar
M. ToATSH-GY T 3t & fadwa: for 86(ii)
A’ =gy ; A® =aq for M=y
V. seigmy gew;  A'A? mRfqan for fasfiar; A° gmmei
ARG
L warsdaars: I agamd==r, M. a=edt go@, V. ssares,
A® gezsy gy
I. ghmafoecdy ; A® s azwga: ; A°P, geareg wapdier s
at, L. gege wra s
A wigwaeras, MV, sigeewons, A atgetaers, L
ArgEETETTE:, A’ airaTEesE, P. witas@es:, A agdowad
a7, MA®A® ganey for darel
L qreeeea: v, L assga (@@ A® et armaagHt i,
P. zami mawgwetsad ; L. Aufidegar; L adds w this couplet
the following :

araregE T SRR TR |

=gl Agfaa: gewge sweag |l

JIAGT: TRGIRE oo o
PA® has for this the following:

SERQRAAAAAGET T FAA, |

qAIFETHC: Np: FEHEEHFA: |
L. also has the same with v. 1. St wCagaaTGt:
VPA'A® fifed for B. faigh
VPA’B gt wwe ; P, qh: 7¥ 3 B. agawd, ABP wadfd,
LogAfed; Brak woaa@ =, A wwq® for smmad
P. g2 aw9f ; BL smrew=wd, B, acfwd, M. guw®; L pucs
between 96(i) and g6(ii) the following: ¥ AR aa Fe® =
7 gaa B, ' | |
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97 L gesufi'wraeg g9 B, omits 97-99. Yhis couplet (97) 1s
continwed in I. as follows:
FIHEET WY & ArErEETATa ¢
ST TN T G
w=1¥ afew foedt St |
dagata T el =iEfasd
aiferd T MO FOWr @R |
TR GEIEY TATFER TN
98 M. fay, V. g=dy for fawdt
99 M. g=w@ = V. grgdt ¥ M. wd ¥ for gy
100 A’ qaaifgy for wandy ; A' gqarestardan, A’ GATEEEHEAL:,
1. qarmrgErATaATE, B. vamsger dgara; P. reads for 1oo (ii) the
following : garksaifisr amr Jaar froqsan and L. has the same
as gfagmethier  gm1  gardy faodrs:s, M, contiuing this® by
forrars sfa e gEwAEETCR:
101 A’ goraisfy arad ;- A® gigFamfy amd ; A° ) aﬁwmi\‘
102 V. weaifefiy: for wa@d: for the whole coupler A'AY read
eigad: A goar fawarfes and  A® reads g fagaw
T gwe faqafes: and PIB read wigrst RERG| Qs fagar-
wfag: ¢
- 103’ L andaarem: ; P. geiefr arad, AUM. swfefa ot
104 B, w3 ghiwai = fmmgoesa: for 1o4(i), for wTH, M.
wanrg:, P. warrs: B, R ; L R L GICICRIEUE
105 A afy: med WO € %G ; A%V, glﬁarggaﬂ{az q ¢, for the
whole couplet A® reads qeiT qEN wa Hﬁﬁaﬁiﬁ g& afg ) FAC
FEAT Kk ¥ K %
and P, qotely st = e, g af )
FoleE TN o §TCGE U
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106, P. fyataafy 7, A® froafgadsfy ar B. omits 106(ii) -

107 M. figt qa® qur, BA® fixd sa¢ wi, B. omits 107(ii) and reads
107() as Fagadsfr sad fag wo0ge:; M. goad, ¥ for
oI g ~

108 A’ figdy 7 @xmrfiar ; A% =i gs@ifcan:, P. Pes) =rar satian ;
A®P sfuq: qe1 WEARgsId

109 ABP growi s for wed T gar ; BP. wgdr g o
(qeag P.) sfaadfaerd: for 109(ii) ; Mss. wawearfy aa3

110 M. adigwen, A® agdwew, V. dmmmew 3 Mss, sfogs: for
sfagd ; A? gawras for st ; B, omits 110

111 A sefergaRead gan
112 B. gumest wfe aagedddsht w5 A' mmg¥ and B, wengd,
A? aggR for wared, B. omits 112a(ii)

115 A Tify &ver wond, V. wify siadwed, B omits 133(il) and
has sarat awemRed TR SgwR for 113(ii)

114 Mss. ot a%; A fadegagewdy, B. ddgafyady ; M.
TETETIAY 7, B. continues 114 with wysge: sfgar or g
Tafadfar

115 B, omits x15(ii), A® gwms and AM. s for e
116 M. adfgargevad ; A® wiisfy gageer; BV, omits 1 16(i)
117 A' siggeinfige, M. sgdAefiga ; AlATA? gesafasyd ; for .
117(ii) and 118(i) P. and B. have the following :
P. feuk mawgd = gt gganad |
aerfam ar'y givgen sgeada
B.. fort wemyrdsh gui geied |
= at arfeat frady afefn arfvad o
118 See v. L of 117 for 118(i) ; A® reads 118(ii) as afrqdratsys-
g® g foew T and P. as wifregufoangs: frav: @i
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119 A® gives the entire viniyoga for 119-121(1) as AT FHH @WH
W g qd@isfr 7 oiY foafe® ¥ g=ad foew: %0, and B. has
it as o[E .. . . Frrerd A% e o | fEdae = ﬁmaiaﬁ&
...... ofiaasfgy while P. has it as Wy oy @A wriy@
frat: e
120 See notes on 119, V. sifivifed for sfmarfa® A® afewafala,
M, afcara fafasn
121 S::c.nots on 119, A® fir@y ot afpar afx
For 121(ii) and 122(i) A® reads
Sgea: AT T8 TN HALTET |
STOEES FELET W1, FUw: ||
And P. reads
wgen: ghaar giesfies: saaear |
Sgy: FoetgEATREE HeaE |
122 For 122(i) see notes on 121, A® ¢ @isd #UQ weawny:, A
a3 qrEared, MVA'A? 353 qraarcd@ B. has 122(ii) as qweieeam:
TTEAT AL ARG
123 B. omits 123. Mss, weedamgiat
124 B. #fier: af@ifia: ; A afd aoiea afeaigersmn M. awt
Deifafratggasrm, V. Seafabaigerm:, A Sdfafatgs
T
125 A'A’M  swarrl:, Mss. Fgmmad. The entire viniyoga of
FegrgagE or 125(i) and 126(i) has been given PB. as

-
®

follows:
@i Argsfy aa g (g B) @wd
A g T TR T IR |
TIQEERd Ha Fead wSgsiy 7
g9, faadig =93 ( gereE B ) weege: |
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126 MV. diggq for I5q See v. L. of 125
127 V. efgwid 7 sz See v. L. of 125 and 128(ii)
128 V. ge gifige: Si;: a@fanfeed:, M. segdgewe g @
wead:. For 127(ii) and 128(i). A® has—
faetsger aegarat: focmedfea: 1
got sEaT QST geEge: i
and P. has aepmaradtsgen: fifaggafifea: |
qsteTEar Qisy getge: w9 o
A*A’MV gasyfy for sy
129 A*A® Qureat for e ; PB. @rerddman(@R)w wrdw for ra2g(ii)
PB. have qrgey (sa)ward 7 ot
130 MV. #ied wareragfy, A'A? siwd vared aqfy dearara® qar ; B
. el yfewa ek arewEd 5 P sl werfeae afweeramd
“A'art @ Qwgegfeared, A' drqrat @z ; PB. omit
r30(ii)
131 B. omits this, A°® has 131(ii) as gy Ffrgead frared gehgers:
and P. has fiedfr frgead gafgen guas:
133 For 133(1) A' has wgragt @t ww fowes gees = Mss.
fafeiied fauterd ; PB. omit this couplet and P. gives srager:
134 M. s'gen fan: 3 A'A? g vodies: 3 A'A? omit the seond
half of 134.
135 M. #eg¥scaeadion ; V, wra% for %wgh, PBA® read the whole
. as follows ;) . o
wAasfr = awltd weert (B, wgmt ) wegdsh A
. g8 4G (A* wag ) waward (B, wamel's) gov Ak 1
136 A? guaw¥ PBA® this and 137(i) as follows:
FRgwrRgsry Qe axAsfy 7
wreesfy soRven ffmEnt fgsad (frdad B o
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137 See v. L. for 136. V. #n@ == woaw gifca: + PV. qar® aa-
frreara wdaid, A® qarege e @, M. gamE afaann Sq

138 MA'A® gy, MV. gy amesifas s F&Tdl: see notes
on 130.

139 For 138(ii) and 139(i) BA®P have the following :
g g = sqeafa a0 w3 (A® Xt sqEd) |
%A (3177 B) ge¥ aizidegm frgead (PAY. wisi = gowd) u
ACAY sfifysign: sgaaa; V. shifiwgs sed; A sfiigs
sEd, M. shstgsa sgdt

140 For 140(i) B. has sfigt 7% waqfy 993 gqad s V. 9% guiga-
o, A? fid R, A! frofaax, M. B for falR, V: dge-
sorrg frgee®, A* s for sgr for 140(ii) See v. L. on 141

141 For 140(ii) and 141 PBA® have the following:

AErashy 7 ek (R37 A®) 3q¥ wegarad
" et ok wwR (R A°) aad 7 fageed |
3 g™ Trawat T |
fardasgsfr qat g T 0
M. 5% gfeel for Fmafay, A'A? omit 141(if)

142 A' 99 @RI go9d i s A? omits 142(i)

143 For 143(1) A® has su Rigmafwsufimaaika:, M. oeagear
a3, MV. w8 aa® for d=a A. gmmEn: AY T ; for
143(ii) see notes on 144 below.

144 For 143(i)) and  44(i) P. has

R e erEETIE Rl )
figra gmd g 7= 0
g figagmeat gasd wafkfan
M%am%zhw%mawa V. mﬁ%umﬁﬂm.
A mglER Wq
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145 B fagwa for agaa, A® aras=aTat for wrafsfgaat 5 for wfwd®,
A? ufzsrdd and A? ufzgas, PB gfewds
For 145 (ii) See v. L. on 146
146 For 145 ii and 146 (i) A* BP read
e aRR 7 gsfa = R |
wrgwswiag 3: FUiwTaafzi: o
(egeee: Hfa: AargaRfEE: 1 B)
V. reads 146(i) as wa% goAy I wEIARATEH A° wfagraféan
1 for wfagra afiara A’ frraragtaTs: P frmaras:
147 V. srassft = for mrak F for 147 See vl on 148 below
148 For 147, 148 and 149(1) P reads
ST AT T Qg FAAER |
arad g fgsad grswaTs: |
e and B reads
wrarat AT = degd = g
. reaf frgsaR gRISTARINA: |
and A® reads
» % 53 7 diegd = fawed
areATR fAgwal TR ST |
149 M %1eR 7 W@ SraeseE! fraiad ; see 148 also for 149(). V
asteararea: Poer: see v. L of 150
150 For 149(ii) and 150(1) A® and P read w
Gl sffer aferr G & SEAT A4k WEDREAMYR §
weagd wia (P o weegu: s )l M ad flege s, AR
gwamgs w, PB Fﬁfﬁtﬁ ¥ (frB )m asgga:, M AR
for @vg®
151 B omits this, M 7= for =&, A? AT« qaa for MR T,
A* g for TER '

P
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' 153 For 152(ii) and 153(1) A2 reads
TSR fgse qEaTh |
Lot sErfaEd 0 @ sad 56 0
and P reads
wmM fad W% pfad qawiie |
AT wEfar AsT wAutag g@w
M‘il?ﬁ for g, ror 153(ii) see v. L. of 154
154 A? waes: & g9 AAfEd arr:, M g acded:, A A?
TG WEAATAT 5GaT 5 for 153(ii) and 154(i) B reads
90 AR A TR A @I
o9 HATEAISY gEEARETT |
For 155(ii) see v. L. of 157
156 M mfm for Afgardy, V frsed afasrst see v. L of 157
157 For ;55(ii), 156 and 157(i) PB. read fuaen @A wwwd ET-
=1 ArEmi 93w aisg wEaAaseed (B. ) « gy arad
(wAfs 798 B) =ify fmwgi fwmd safrede daeisa-
gafia 1 V. {9 g J@aed 7 w0 garey fka
158 P. afrevgfadi=aq, see vl. of 159
159 For 158(ii) and 159(i) PB read
wagrat dga=s frad gomEa (B-ma)
geara faarasfy dadt fagsaa v
A'A? qQisd goud wArd 3 A'AM amanm: for 159(ii) see
v. L. of 160
160 For 159(ii) and 160(i) P reads
ST, 5% Rt Ao S Yuaeise |
7Y saIfQ aisd @/ Fawaram: w
M. S5 araafEe: ; 160(ii) see v.l. of 161
18
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161 For 160(ii) and 161(i) BP. read #ified ga¥ aifefasgt (B afufaed)
wiwes (B, zwdl) ufewat = faws (B faga) afesat = fagh
frergdt @ (B. goew) deamt €5 afiged (B, fgesad) 1 MV,
weaslt T @y gRwEd  fefay,  AA? weufanwmd e
fafaarst.

162 A'A? geisd AfEQ mmefe:, VM. wears: s for 162(i) P
reads galgeaERgFaiTTgE®, M. ggXshivstt ; for 162(ii) see
v. 1, of 163

163 For 162(ii) and 163(i) P reads

1A e omd@dfTed | gremaeTy s sasfy o
QATEATANTAY GFEE: HQ WA, |
and B reads
- T RN v el | @ 7 e A7 g afaer
grafragaw gsad dafues: |
M. anit #Ege ; for 163(ii) P. reads
TR S €g: FESETE: 9O |
FGTRH JeEAEF A, |
164 For the entite 164 B reads
ad fadendl aoded fifdda | amaver B d gl gaRfda,
for gFgardt a% @& Al reads wH gageFw), A® reads w7 FFFe-
FTaE) ; A ga qEEATTER: FU ALTR TR for 162(ii)
165 M. &frd g famed, A* Red dacdgd: A adgd for
faags
166 Mss wt for wax Al shwmse @ add  aur

T ¥ g WG, Al sfigeest;  MAY adend, A
SHERY offi:
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+ 169 For 169 and 170 Mss read
" HIGTAATIAN FH T& A |
aer fifeeg wereaadi |

It is highly probable that these lines have been mutilated and

confounded. I have therefore suggested the reading as shown in
the text,

171 Mss gafaq:

175 A"‘q’gerr T TUEAGE T dearar w3 M. @anteg 7 dear
V. wgfi'afe: A? sdffeadd @ddwiie; M. et
srwr gfchi: dgar &1

176 A® aReFER EFgHATT

177 Al g
178 MVAlsargge, A® 5ol e, A° qeid sarQtes, A° Jagers
7o fagan: ; A? gagwan: for frgy g@a: .

179 M. s=aafifé ad=g 3 M. wzs qistadfiad

180 A? simsited st aadsfy 7, A s'Eww 7 qradEt a7 )

181 M. df whewrea: ; A° qrarmgs, MVA qard 53

182 A® T @ St Ffaam fefey;  VMATA? s
fafg

183 Mss aramary for aiftwafy @. cf =it in S. VII 198. A wanfq
72 V. med g V. gmdeetd 7, Al @ae a9

184 Al sqEwad gdied RE@ warfkhn V. saEwaw geisd ga
aRaAfifE, A® sqag i exlsd g @ WA

185 VA® ax §fiq: for I &G

186 A? fmaey firaw: 5 A frafewssady

187 Mss @famafy, M. arafagt 7

188 M. fmergfy gsav

190 M. firfirres for firawr=a, for 19ofif) see v. L. of 191
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191 A getegt af, A? qekar gaar, V. awtdt g aar mbee for 190(ii)-
and 191 A® reads
ger &t foed aTEy S |
AR g agguES=al ARG |
I wgThea ge sufrmafki
fafreitteg aaa AfRat wam: 0
192 For the entire couplet A® reads
Frradle e e aaT IR |
g WARY WISy T fagead |
193 For ro3(i) A? =% wmegfawg® oot wafa awge: 5 for 193(ii) V.
Asfr gEafa Ata wwgd ffgead
194 A' =3 arg, A? get=ar arw, for 194(i) A® reads o ¥ @w-

€

w1l *sg@art ; for the entire couplet A” reads ‘
geitgRaa stegardfr afg
s QIO AT AT ER: |
A? reads T g9 o a0 T vy fafagead |
195 For the 195(1) &% g¥ ¥ 9gsad draw & geaa: A’ FAlgad,
M. awigd®, M. ffiwer wera: for dea fafigead for the «

entire couplet A® reads

gaxisife geitsd af e wfafe )
few #7279 FfHgead o

196 For the entire coupl;c A? reads

~ F(GSS H +qEY HAPIEH A
AaETEEr A, 81 waeshr ffgsad o

197 A® Hfigd ; for 197(ii) See v.l. for 198
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198 For 197(ii) and 198(i) A® reads
TREFIEHEy e fegar afy |
Fhgw Wi aify FAsfr fafagsad u
M. gy errmeinisas, Al gl @esEngse, A
T FRREaRgHas ; for 198(ii) see v. 1. of 199
199 M. s=x3 for ¥f@, M. @rg auge = zqa ; for 198(ii) and 199
A® reads
-~ gl g Sqeng TR |
dee: § IUEITE T, SIS 1)
200 A'A* wrgiggy for TegEE TR V. has sTa: g w1gst g« and
A? has g 9 691 &
201 For the entire couplet A® reads
qiEiy g g@T FgET SrAfgEea: |
g AR §F TS g g9a N
202 Po:' the entire couplet A® reads
G AT T FALBIR |
TR AT gafea: o
203 M. continues the couplet by srTzIvagas T JoId fmaara:
205 M. gueg wwfgy, Al o wEhyy, A® ol afgq | MA;
wfERfETarE
206 Al favard &, A? favamereat freg, A° Brard g, ATATMY
aried ; A’ sasdR 9 A® TR aedw WgR, for 206(ii) sce
v. 1, of 207
207 For 206(ii) and 207(i) A® reads
Ffed gfad MR AtwaarEd |
¥ = Fer g wwan W/ IR0
Mss e fisfy for sfaeqysfy V. oata:  sfwwrea=ged, A'A

V. amfed
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208 M. argdiat for atady
209 V. fradzfed
210 A® wdt yugwes 3 V. foed gfyq, A® fred g
211 Mss gfigses wHgs:
212 V. arEmrefegg:
218 M. I ¥ &
216 A® RTEATIaRET RISy MeAy g
217 A® gagate for g4t gt APV gwimanes R ggead ga, <for the
entire couplet A* reads:
W g2 g ad ereaa w0 |
7 eETed gEIsd AR g3 0
219 For 219(ii) M. gen Smafdgrediaames & WL
220 For the entire couplet A® reads
. geatet gagst g aw gfgwd afg
g A w0 N gulreriE: u
222 M. ywaeg g@ ghaad
223 M. seqme ga @iy aeafa) f:
225 AV g wnfsfa mafsy frg:
227 Mss gar=3a 5 for 227(ii) see v. L. of 228
228 For 227(ii) and 228(i) A® reads

R aw g foed gfega aaras: |
g8 afy girae & wgean g8 o
Al meamd 3 Mss garen: gfqq, for 228(ii) see the v. L. for 229
229 For 228(ii) and 229(x) A® reads
dard INQ ged TR g wTEge: |
78} aft g Svae =W e o
231 V. gfeq guafidey
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232 V. o eifediden V. sifedeed amend sweankfn, V. aer
ARz, M. o3 adisdwmeedat, A'A? qisdwmen R ;
V. &R gfqq for gfgy o)

233 A* sradfgar for sadfer M. g V. gwaw M. ® w
AT

234 A'A*V frav afege

235 Fo; 235(1) A*A?V reads gd = mremnes: figea sasaa

236 Mss qrages aa: q0q

237 Mss faa: = gan: amgea

238 V. gafadiad for segeas g

240 V. mafady fig: for mafaat nam

241 VA'A? gea: seifq for gea gfr e

246 V. 7fed sfque g

247 This,is repeated ; see 37

248 V. afiasieas, Mss gae’ ara sva®, Mss &g’ V. freww

250 M. gaawd for wr'diowg

254 Mss qaifimr for smifda:

256 Mss farex faggt

263 V. fufatam aweaq

265 M. Fat for gt ; V. warm@

278 V. famregagz, M. fuam g

280 Mss qarany for qage

282 M. @fed for Mfed

285 For fmaddar M. fr=a@dwi V. frliz g

286 M, gu: od’ &g

287 M. @ifean for Mfear

288 V. sy for ST

291 V. fagar 31 TrEfaae:
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295 V. g for g@wy

301 V, W@ @@ 915w, TEdaigeal

306 Mss yaeg Tz

309 V. e a9y HATL

312 V. g6t afadsad M. sfiggeadiasT

313 V. ufqdsm

314 V. gaafy era: Mss fawed ga: for fag'sa:
319 Mss wtaraa:

322 M. g@i% = for sgwrfa

323 M. swarerda for mﬁiiar

324 M. greaq 7q, V. gwgifas V, qamgagas,
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Abbreviations :

u.=utplavana; g.= gati; h,=hasta; gr, = griva;
c.=cari; dr.=drsti; bhr.=bhramari; m.=mandala; § =#iras; sth.=

sth@na; u.=utplavana. Numerals refer to the number of $lokas.

afiga 42-43.

anga bhr. 297-298.

agni I212,

afijali h. 176-177

adhomukha s. 54-55.

anuvttta dr. 77.

ardla h. 114.

ardhacandra h. 111-113.

ardhapataka h. 103-104.

ardhastici h. 167-168.

alaga u.’284.

alapadma h, 146-149.

avalokita dr. 78-79.

a$va u, 286-287.

asamyuta h.=gesture by one hand

akafa bhr. 296-297.

angika=gestures and postures in
drama and dance 39.

ayata m. 263.

ilidha m, 264-265.

alokira dr. 69-70.

alolita s. 55-56.

dharya=dress and decoration of
the body. go0.

Tévara (=Siva) h. 205

utksipta s. 63-64

utplavana=jumping movements
in dance and drama.

19

utpluta bhr. 292

udvahita s. 52-53

utsanga h. 184-18s.
ullokita dr. 75-76.

ekapida bhr. 295.

ekapada sth. 276-277.
aindraka sth. 278-279,
kataka h. 168-170.
katamamukha h. 124-127.

katakavardhana h. 187-188-
kapittha h. 121-124.

kapota h. 177-178.
kampita s. 60-61.
karkata h. 178-179,
kartari u. 285-286.
kartarimukha h. 105-107
kartari-svastika h. 188-189.
Kalki h. 225.

kangula h. 144-146.
Kartikeya h. 20g9-210.
kilaka h. 195.

kuficita bhr. 296.
kuttana c. 305-306.
Kuvera h. 215,
kiirma h. 197-198.
kiirmavatara h. 217.
Krsna h. 224.

krpalaga u. 288-28g.
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Ketu h. 258.

Ksatriya h. 227.228.

khatva h. 202.

gajalila g. 314-315,

gati=mode of walking or setting
foot.

Ganes$a h. 200.

Garuda bhr, 294.

Garuda sth. 280-281.

graha = the right manner of begin=
ning a tune, song or dance.

cakra bhr, 293.

cakra h. 191-192.

cankramana ¢, 301-302.

Candra h. 251.

candrakala h. 132-133,

catura h. 149-152.

calana c. 3o1.

cari=dancing movement in which
the action of feet if promi-
nent.

tikd=indication, expression, ges-
ture, cf. atikyd saha jayays-
Cha. Upanisad.

dola h. 181-182.

timracida h. 163-164.

tiradcind gr. 82-83.

turaigini g. 315-316,

tripatika h. 100-102

trisula h. 165-166.

dafpati h. 231-232,

devara h. 238-239.

dhuta s. 57-59.

nartapa =dance and drama,

natana==a general term for nitya,
oreya and netea.

nandndr h. 239-240.

nigabandha h. 201.

nigabandha sth. 277-278.

natya=stage representation of a
story or the part of a story
with recitation, costume, songs
and dance, -

nayaka = one who pays for a dance
or dramatic performance

Nirgei h, 213,

ngtea==merely symmetrical and
rhythmic movement of limbs,

nrtta h.=gestures used in dance
and abhinaya

nrtya = pantomimic dance, adance
which represents feelings and
moods through gestures

Nysimha h. 219,

pataka h. 93-100

padmako$a h. 134-137

pardvstta s, 61-62.

Parafurima h. 221.

parivahica s, 64-65.

parivatita gr. 83-84.

palli h. 170-171

pada-ciri = cari.

Parvati h. 207-208.

patsvasiici m, 273.

pasa h. 194.

pitr h. 234-235.

putra h, 241-242.

puspaputa b, 182-183.
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prakampitd gr, 85-86.

pratyanga 43.

pratyalidha m. 266.

pralokita dr. 72-73.

prasafjita = excessive affection.

prenkhana m. 266-267.

prerita m. 267-269,

Balarima h. 223.

Budbash. 253.

Brhaspati h. 354.

Brahma sth. 281-282.

Brahma h. 205.

Brahmana h. 226-227.

bhava == State

bhavana = representation (lit, that
which affects an idea to be
represented), 98, 106 etc.

bhavana =see bhavana,

bhavita = reptesented.

bhujangi g. 318.

bherunda h. 203,

bhramara b. 152-154.

bhramari = flight movementof the
body in dance

bhratr (kanistha) h. 142-143.
(jyestha) b. 142-143.

Mangala (Mars) h. 252.

magdala=posture in general in
dance and drama.

mandiki g. 319.

matsya h. 196-197.

matsyavatara h. 216,

manmatha h, 210-211.

mayiira h. 108-110.

mayfri g. 312.

matt h. 232-234.

manavi g. 321.

milita dr, 74-75.

mustt h, 116-118.

mukula h. 161-163.

moksa = the right manner of teleas-
ing or bringing to a close a
tune, song or dance.

motita m, 270.271.

motita u. 287.

mrgaSirsa h. 139-142.

mrgl 8. 313-314.

Yama h, 213.

rasa = sentiment

raksasa h. 226.

Riamacandra h. 222.

Rahu h. 257,

rekha==see notes on 27.

Laksmi h. 208.

lasya =female dance.

luthita c. 306

lolita c. 307.

Vaiéya h. 228-229

Variha h. 198-199.

Varahavatara h. 218.

Varuna h, 214.

expression, proper
delivery 39.

Viamanavatara h. 220.

vayu h. 214-215.

vira g. 320.

Vindyaka h. 209.

visama-saficara c. 308.

vacika = oral
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Visnu h. 206.
vegini ¢, 304-305.
vyighra h. 166-167.
Sakata h. 18g-190.
$ankha h. 190-191.
Sanai$cara h. 256.
sikhara h. 118 121,
Sivalinga h, 186,
Sukatunda h. r15-116.
Sukra h, 255.

Sidra h. 229-230.
Srutikdra = drone.

$vaSura h, 6.
$vasru h. 2357237
Sanmukha h. 209-210.
sapatni h. 242-243.
sama dr. 67-68,
samapada sth. 275-276.

sama samasiici m. 272. §1-52,
samputa h. 193,

samyuta h. =gesture by both the
hands.

sarana C. 302-303.

Sarasvati h. 206-207.

sarpa$iras h. 137-139.

saci dr. 70-72.

sittvika 40-42.

simhi g. 317.

simbhamukha b. 142-144. -

sundari gr. 80-81.

sticl h. 127-131,

siirya h. 250.

sthanaka=standing  or
posture 262,

snusd h. 242-243.

svastika m, 269-270.

svastika h, 180-181.

hamsi g. 311-312.

hamsa-paksa h. 157-159.

hamsisya h. 154-157.

sitting

r

CORRECTIONY
Page 4 line 1 Read Hasta-bbedah
' 6 " last " Le théitre indien
w?? 7 » T 99 Ditto
I

" )

' Kapittha for Tripatika



INDEX

abhaya pose, 63

Abhilasicartha-cintamani, 16

Abhinavabharati, 23, 39

Abhinavagupta, 23

Abhinaya, 17ff; and painting, 15;
and&igual, 19 5 and sculpture,
16; and song, 17; and
Taotrik mudris, 19 ; develop-
ment of, 20ff; four kinds of,
46 5 importance of the study
of, 14ff; inKalidasa’s age, 22;
licerature of, 22 ; meaning of,
8 origin of, 17.

Abhinayadatpana, 24ff; and
Bharata-naty$astra, 266 ; and
Bharat8rnava, 29ff; and Sarhgit-
ratndkara author of, 31 ;

accent in the stage-speech, 13
action in Hindu plays, 6
adviser to Sabhapati, 42
Agnipurina, 24
Aitibasikarahasya, 13
alamkaras, growth of, 36
.Alh3, songs of, 40

Andhra Hist. Research Society, 33
abga, 46

angahira, 32

Apakesta Dhruvd, 45
Apsarasas, 40

art of producing plays, 15
artha (wealth), 40
Asvaghosa, 20

Athatvaveda, 6, 40

audience (of a play), 42

audience arrangement of, 42-43

Avadana$ataka, 21

aharyibhinaya, (costumes etc.), 14

akasagami cari, 29

alapaciri, 30

angikabhinaya, 1

angika, agents in, 46

ballads, ancient Indian, 20

Bengali folklore, 62

Bharata$astra, 26

Bharata$astragrantha, 5

Bharatasiitra, 23

Bharatacarya, 48

Bharatarnava, 4

bhauma c., 29

bhauma m, 29

Bhagavata-purana, 37

bhava (state), 46

bhav-batani, 18

bhramar, 44

Brahman, 40

Brahmasiitra, 23

brows, movements of, 51

Butnell, 32

cakravika, 57

Cambodian dancers and abhinaya,
24

castes, to show eighteen, 65

Catura Kallinatha, 48

Caturasra postute, 68
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cati, akaSagimi, 29;
bhauma, 29

cataka, 23

Coomaraswamy, A. K. 1, 3

Costumes in the stage, 14

dance in Hindu drama, 9, 10

dance language, 10

dance, occasion for, 40-41 variety
of, 40

dancing girl, 43; beauty of, 43;
disqualification of, 43; make-
up of, 44

Dandin, 5

Dafariipaka 6, 18, 45, 53

Dhanafijaya, 18(?)

Dha:xika, 45

dharma (dutiful life), 40

dialects in the stage, 42

dramatic delivery, 13

drone, 42

Dvaraki, milk maids of, 40

Earth-goddess pijas to, 44

folk-arts and abhinaya, 20

folk dance, 17

folk plays, 17

folk song, 17

Gambhiri, 20

Gandhatvas, 39

Ganapati, 44

Gangi, 55

Garbi dance, 41

goddess of rarhga, praise of, 45

Harivamsa, 9

Hila, 20

Hillebrandt, A, 20 .

Hindu Astronomy, g

Hindu dance, principles of, 46
Hindu iconography Elements of,

. 33, .

Hinduism and Siva, 39

Hindu plays, action in, 6, lyrical
nature of, 6; objects of, 6
occasion for, g-x0; suggestive
character of, 7; techrfgue of, 8

Hindu playwright’s playbuilding
10-11,

Hindu women of Bengal and
dance, 41 °

Indian dance, principles, 46
Indonesian dance and drama, g-10
Indra and Nandikedvara, 39
Japa flower, 56

Janantika, 50

Kalpavrksa, 42

Karana, 32

Karptitamanjari, 9

Kathakas, zo

Kavi, Ramakrishna 33

Kama {enjoyment) 40
Kavyamimansi, 32
Kavyaprakisa, 5

Kréasva, 22

Laksmi, 55

Lévi, Silvain, 6, 7
Lingadhdrana-candriki, 32
Libgapurina, 33

Lingayet Saivism, 32

lyrical nature of Hindu plays, 6
Madhyanta-vibhaga-siitea, 23
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Mahibharara, ¢

Mahavrata, 20

Maitrayanitha, 23

makara, 6o

make-up of a dancing girl, 43

Mallinatha, 9

mandala, 29; bhauma, 29; and

aka$iki, 29

mantrindgdviser to President), 42

Manusamhiti, 33

Matanga, 39

Matsyapurina 37

Milavikagnimitra 22

Mirror of Gesture 1

modulation of voice 13

moksa (liberation) 40

mudr3, meaning of 25

Mudraraksasa, 39

muraja, 44

music, vocal, 40

Nandibhatata, 29

Nandike$vara, place of 33;
time of, 34

Nindikesvaratilaka, 32

Nandi, 32

Nandi$varasamhita, 33-34

nartaki, 43-44

nata, def. of, 44

Nataraja, 39

Natasckhara, 39

natacarya, 21

nalikera, 56

Nindi, 21

JNairada, 40

nitya, etymology of origin of, 40
Natyaveda, 1

ndyaka, 41, 42

nepathya, 21

nine planetary deities, 5
Nilapaja, 9, 20

nreta, 40

nreya, 40

nrtya and abhinaya, 18
offering flowers in the stage 45
padma (lotus), 64

painting and abhinaya 15, 16
parabrahma, 55

patralekhd, 53

Patafijali, 20

Palic, 11, 20

Parsadasiitra 23

patra (dancing girl), 44

patur, paturiyd, 44

puspaksi, 43

puspanjali, 45
Prabandhamafjari, 11
Prabhakaravijaya, 32
Prasanna-raghava-tiki, 5
Prakrits, 42

President of the audience, 41, 42
pronunciation, 13

Puranic gods, evolution of, 5
Rabindranath Tagore, 10
Rao. Gopinath 33
Raghavabhatta, 12
Rajasekhara 9, 32

realism in Hindu plays, 11
recitation in a play, 40
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Rgveda, 40
Rkpracisikhya 23
rekha, 44

thythm, 13

Rice, S., 6, 7

ritual and abhinaya, 19
ricualistic dance, g
ricual, Vedic, 19

Saiva ritualistic dance, 9, 20
Sakuntald 12, 22
Sambhu, 63

Silva and Satyavati story, drama

of, 10

Sarhgadeva, 33

Silada, 33

Silalin, 22

Siva, 33 |

Siva’s dance, 39
§rhgira.natana, 59
Srutikdra (drone), 43
sadanga in natya, 47;

in Vedic studies, 47

sabha (andience), 42
sabhapati, 42
sabhapati’s adviser, 42
salutation, 39
Samarangana-sitradhira, 16
Samgitaratnikara, 39
Sanskrit Drama,
Saptasati (Gath3), 21
SaptaSataka, 21
Sarasvat, 55

Sattasai, 21
‘Saumilla, 22

Saurastra, women of, 40
sadharani, 18

Sahityadarpana, 8
Simaveda, 19

sculprure and abhinaya, 16
Sen, Kshitimohan, 42
Sen, Ramdas, 13
Shakespeare and realism 10, 11
Silappadikarana, 34

song and abhinaya, 8

Sten Konow, 20

sthinaka, 1

sfitradhdra, 42

sfitra, meaning of, 23
Tagore Rabindranath, 11
Tandu, 40

tila (time beat), 46
Talabhinayalaksana, 32
Talalaksana, 32
Taladilaksana, 32

tandava, 40

Tanpuri, 43

Tantrik mudrds and abhinaya, 20
tradition, use of, 79
tripundraka, 56

upanga, 48

Usi, 40

Vicika abhinaya, 13

varada pose, 31

Vitsyayana, 32

Vedic colouring of the Nityasistra,53
Vighnesvara, 63

Vipra (Brahmin), 59
Vispudharmottara, 16

Western Drama and Hindu plays, 6
Woodrofte, Sit John, 2 5

Yajurveda, 40

Yogataravali, 32






